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A Dancer in the Mirror: Body Identity and Body Motion in Danza Española 
Rebeca Tania Mateos Morante 
Abstract 
This thesis is grounded in ethnochoreology and incorporates a psychoanalytical understanding 
of body identity and a phenomenological understanding of body motion. What is investigated 
is a professional Danza Española dancer’s relationship with the reflected image inside the 
mirror to meet with the demands of this formalised dance genre. Accordingly, my primary 
research question is: Can the mirror ultimately sustain fundamental aspects of a dancer’s body 
identity and body motion wherein the codification of dance practice is based on a primarily 
visual above proprioceptive sense of corporeal awareness and agency? 
 
Initially, I position the Danza Española genre within a broader historical reading of the socio-
cultural interdependence that developed between both the artefact of inquiry (the mirror) and 
subject of inquiry (European-originated formalised dance practice) climaxing in what I term 
the primacy of gaze during the height of the Baroque period. Subsequently, upon tracing the 
elaborate cross-influences found within the principal four forms of the Danza Española genre 
itself, I consider the contemporary complexity inherent in a dancer’s identity as embodied in 
motion in front of the mirror. Literature in psychoanalysis (Lacan 1977) and phenomenology 
(Fuchs 2005) support both ethnographic (Spradley 1979) and autoethnographic (Chang 2008; 
Foley 2013) analyses to better comprehend a relationship that is very much defined by the 
convergence of the two histories – that of the artefact (the mirror) and that of the dance practice 
(Danza Española).  
 
Building upon the historical resources, through literature review and ethnographic interviews,  
this thesis illustrates how modern Danza Española as inculcated throughout the conservatory 
system and professional industry in Spain foments a reliance on mirror use during dance 
transmission and assimilation. Accordingly, in developing the interdisciplinary approach 
outlined above, I examine and evaluate the resulting dependency on the mirror image that this 
practice might instil. Within the discipline of ethnochoreology, the body is considered a vehicle 
of embodiment and expression of sociocultural significance (Foley 2013; Wulff 1998). 
Additionally, the body in psychoanalysis is considered a vehicle of expression for the 
unconscious (Dolto 2010; Freud 1953; Winnicott 1971). Significantly, the mirror is thus 
regarded as a central formative component in the configuration of one’s identifying with the 
body during infancy (Lacan 1977; Merleau-Ponty 2007). Using ethnographic and 
autoethnographic research, I examine the same formative experience of body identity as 
revisited within the Danza Española genre, where the creation and perpetuation of the 
professional dancing body is conducted predominantly in front of the mirror. 
 
Complementarily, the body in motion is defined within phenomenology as an empathetic 
mediator between subject and the world, projecting a virtual “as-if” structure of the corporeal 
schema that pre-empts corporeal events (Fuchs 2005). Likewise, as an insider practitioner to 
the field, I explore through autoethnographic research a dancing body in motion as conditioned 
by how an individual self-perception of the reflected body image aligns (or rather, almost) with 
a broader cultural projection of that same body in dance in its ideal form. Correspondingly, I 
illustrate how this ideal specular image “as-if” structure in action must be simulated by the 
dancer, resulting in the dancing body potentially becoming more mirror than 
flesh, sustained by the dancer’s gaze. Ultimately, my research findings conclude that the sight 
of the mirror image, wherein a Danza Española dancer’s identity can be formed and whereto 
that dancer’s motion may tend, might be the very site of fundamental aspects of body identity 
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Introduction: Sheets of Glass and Layers of Reflection 
 
Figure 1.1: Mirror Dance: La Ventana.1 
This thesis explores a dancer’s relationship with the reflected image inside the mirror during 
training to meet with the demands of formalised practice in Danza Española. Danza Española 
is a complex, multi-layered genre that can be broken down into four primary categories of 
Spanish dance forms as follows, with classical ballet threaded through the core of practice: 
Escuela Bolera (The Bolero School), Bailes Regionales (Regional Folk Dances), Flamenco, 
and Danza Estilizada (Stylised Dance). Correspondingly, a concise definition of Danza 
Española can prove evasive (see Chapter 3). Its celebration of native dance cultures 
 
1 Lithograph of a mirror dance by Fritz Ahlgrensson dated 1856 titled La Ventana [The Window]. Source: 






notwithstanding, Danza Española has formed an integral part of the wider European Western 
arts since the late-Baroque and early-Romantic periods. Elaborate stylised corporeal 
movements are a fundamental choreographic resource combined with both balletic soft- and 
vigorous hard-shoe footwork as well as intricate performance on the hand-percussion 
instrument, castañuelas. A genre devised for onstage theatre performance, my focus in this 
thesis is on the context of transmission and assimilation conducted inside the dance studio as 
part of conservatory training and professional industry practice. 
 
This research is grounded in ethnochoreology and incorporates a psychoanalytical 
understanding of body identity and a phenomenological understanding of body motion. 
Ethnochoreology is described as “the study of dance or other human movement practices 
within the context of culture, society, and history” (Foley 2019). Correspondingly, I present 
both the Danza Española tradition and the contemporary condition of the Danza Española 
dancer within historical (both bibliographic and autobiographic), social (both political and 
technological), and cultural (both ethnographic and autoethnographic) contexts relating to the 
dance studio experience. Historically, I examine early processes of stylisation and associated 
mirror use within the context of an institutionalisation of European formalised dance practice 
during the late Baroque period. Historically too, I examine modern processes of stylisation and 
associated mirror use within the context of an influential pedagogical system, which I trained 
under directly, that was devised by the celebrated twentieth-century Danza Española dancer 
Mariemma (1917–2008). Socially, I examine the politically inter-connected courts of late 
seventeenth-century Europe, propagating a primacy of gaze that was defined by appearance 
and spectacle and was facilitated by the widespread distribution of the mirror. Socially too, I 
examine technological advancements relating to the professionalisation of dance in both 






academy studios). Culturally, I examine implicit patterns of exchange between artefact and 
dance practice via an analysis of ethnographic interviews with a selection of professional 
practitioners representative of the principal national Spanish conservatory and industry 
institutions of Danza Española. Culturally too, I examine the embodiment of the Danza 
Española experience with regard to personal modes of identifying with, and moving the 
dancing body in front of the mirror. 
 
Accordingly, in my study, even when in isolation, the dancer I examine is never shown 
solitarily encompassed by her movements. She is, rather, at all times accompanied by “a dancer 
in the mirror”. There are mirrors sufficiently dainty to be held by one hand. Mirrors also, of 
course, so great in size that not even with the full exertion of the entire body might they be 
sustained. In this thesis, my focus is on the mirror as it sustains the body, or to be more precise, 
the mirror image that may sustain the dancing body within the genre known as Danza Española. 
The former concept of “sustain” is a question of physical strength, the latter, a one of mental 
support. However, considering the psychoanalytical perspective employed in this thesis via 
Lacan’s theory of the Mirror Stage, the latter construct may command a formative influence 
over the physical condition. That is, the image projected as Gestalt from the mirror specifically, 
“should be capable of formative effects in the organism” that are not necessarily confined to 
the domain of the imaginary alone (Lacan 1997:3). As noted by translator Alan Sheridan with 
regard to an accurate reading of Lacanian psychoanalysis, “the image certainly belongs to 
reality” (Sheridan in Lacan 1997:ix).  
 
This fundamental premise permeates processes of identification with the mirror image that 
forms the basis of an understanding of body identity in this thesis. Identification, as considered 






attribute of the other and is transformed, wholly or partially, after the model the other provides”. 
(Laplanche and Pontalis 1988:205). As stated by French historian and psychoanalyst, Elisabeth 
Roudinesco, for Lacan identification with the mirror image of oneself “becomes a 
psychological, even an ontological operation, by which a human being comes to exist as such 
by identifying his semblable – his likeness, fellow, or ‘neighbor’ – when as an infant he sees 
his own image in a mirror” (Roudinesco 1997:111–12). This is treated by Lacan in his 
influential text commonly referred to as the Mirror Stage (Lacan 1997),2 and referenced at 
length in the body of this thesis when I relate the potential formative effects of the mirror image 
from the perspective of a dancer who constructs a dancing body in front of the mirror (see 
Chapter 4). This is not to claim a repeat outright of the infant Mirror Stage inside the dance 
studio, but certainly a related dancer Mirror Stage will be put forward specific to the formation 
of a dancing body in front of the mirror in this thesis. 
 
Already, my focus in relation to the dancer under analysis is directed toward the visual 
therefore. This is not to deny the relevance of parallel functions across other sensory domains 
in dance, but simply to commit to the remit of my research question outlined below in Section 
1.2. Other primary sensory aspects relating to dance such as acoustic phenomena are, for 
example, not discussed. Fundamental sensory aspects relating to dance such as proprioceptive 
phenomena of course are discussed at length, but again, in relation to the sensorial order as this 
might be influenced by visual-based formative effects similar to those introduced above. 
Admittedly, the potential dominance of the visual within the context of the genre under 
discussion is often embraced in practical terms in any event (see Chapter 3). For instance, 
perhaps the most influential pedagogue of contemporary practice within the Danza Española 
 
2 The full title of Lacan’s article is: “The Mirror Stage as Formative of the Function of the I as Revealed in 
Psychoanalytic Experience”. Within psychoanalysis and philosophy, the shortened reference could reflect its 






conservatory system referred to earlier, Mariemma, considered “all artistic dance without 
exception ought to be before all else a visual art” (Mariemma 1997:89–90).3 
 
Dance, a cultural system of movement, proffers an image of the body in motion. However, ever 
before choreography, the image in the mirror is understood here as “more constituent than 
constituted […] still pregnant with the correspondences that unite the I with the statue in which 
man projects himself” (Lacan 1997:2).4 Accordingly, the dancer described in this thesis who 
forms their dancing body predominantly in front of the mirror might be faced with a similar 
prospect to that outlined in the infant Mirror Stage: a statue of proficient form bound up with 
the genre “in which psychical realities, however heterogenous, are manifested” (ibid. 3). 
 
Motion, although discussed from a phenomenological perspective in this thesis, is introduced 
out of the above psychoanalytical understanding of body identity (see Chapter 5). The apparent 
agency of the imaginary model of the Gestalt precipitating movement conducted in reality in 
an asymptotic continuum – as discussed in Thomas Fuchs’ phenomenological presentation of 
the body in motion (see Fuchs 2005) – serves as my final platform for deciphering the potential 
formative effects of the mirror image on a dancer, now suitably located within the context of 
motion (a fundamental condition of practice). Ultimately, my research considers whether the 
sight of the mirror image, wherein the Danza Española dancer’s identity is formed and whereto 
the dancer’s motion tends, is the very site of fundamental aspects of body identity and body 




3 My translation. Original text: “[…] toda danza artística sin excepción debe ser ante todo un arte plástico” 
(Mariemma 1997: 89-90). 







1.1 The Mirror Within and a Spiral of Understanding 
The nature of this thesis proved deeply personal for me. It functioned as an important route 
toward self-understanding, to an extent I had not anticipated originally. Ethnochoreologist 
Catherine E. Foley treated dance as practice and as cultural ‘text’ – using philosopher Paul 
Ricoeur’s discussion of interpretation (see Ricoeur 2016) – when relaying her own process 
toward understanding a specific community of Irish dance practice she did not form part of, 
who were, however, active within a broader national tradition of dance she does form part of 
(see Foley 2013). ‘Text’ – “any discourse fixed by writing” (Ricoeur 2016:107) – in the case 
of dance, is that meaningful action “which can be experienced […] and interpreted” (Foley 
2013:16). 
 
Being from Madrid, the professional home of Danza Española, I spent most of my life as part 
of what would become my field of research. In this case, I too form part of the broader Danza 
Española tradition, both as a long-standing practitioner and as a professional performer on the 
national and international stage. However, I also form part of the community of professionals 
whose experiences I discuss in this thesis. In this capacity, I have engaged with many of my 
interviewees at some point during my own career in the dance industry. Considering the clarity 
with which Foley presented her process toward understanding above, early on during my own 
research, I felt I had not quite grasped fully the possible framing of ‘interpreter’ and ‘text’ until 
I re-entered the field and through a process of reflexivity, I activated my own process toward 
understanding.  
 
As part of my initial doctoral fieldwork in Spain during 2015, I visited the museum of my 
renowned dance instructor, Mariemma, located in her natal village of Íscar, Valladolid. The 






online newsletter provoked in me a re-evaluation of both text and, of perhaps of more 
consequence still, interpreter.5 That is, not only did this visit aid my focus on the legacy of 
Mariemma in defining modern Danza Española (an important element toward comprehending 
the specificity of the ‘text’ I was seeking to interpret), but also it caused me to re-evaluate my 
own place within the continuity of her influence on the genre (an important element toward 
comprehending the specificity of the ‘interpreter’).  Ricoeur stated: “the interpretation of a text 
culminates in the self-interpretation of a subject who thenceforth understands himself better, 
understands himself differently, or simply begins to understand himself” (Ricoeur 2016:120). 
At the other extreme of culmination, in the above scene I established a cohesive starting point 
toward self-understanding by garnering a finer representation of my ‘self’ as interpreter – itself 
perhaps then a prerequisite for meaningful revelations in the interpretation of text. “In short, in 
hermeneutical reflection – or in reflective hermeneutics – the constitution of the self is 
contemporaneous with the constitution of meaning” (Ricoeur 2016:120).  
 
I first started dancing at a very early age in my local dance academy in Madrid, and even though 
it too had wall mirrors, it was not until I entered into the conservatory’s professional system 
that I encountered the mirror abruptly for the first time as I describe it here. I remember vividly 
my first day at the Centro Coreográfico Mariemma, my teacher, Mariló Uguet, reprimanded 
me: “Don’t look at me!”, she shouted, “Look at me in the mirror!” Just as the earlier scene 
above framed the ‘interpreter’, so too the present scene here introduces the ‘text’. The site of 
focus in this thesis is directed precisely at the mirror-clad rehearsal space, rather than the 
mirror-less performance space in Danza Española.6 And it is important to highlight that these 
contexts are not interchangeable beyond the surface comparability of a shared full-frontal depth 
 
5 See http://www.villadeiscar.es/la-bailarina-rebeca-mateos-visita-el-museo-mariemma/ 






of view. In this thesis, onstage environments are considered only in relation to the definition 
of Danza Española as a genre devised for the professional theatre stage (see Chapter 3) or from 
the perspective of rehearsal studio techniques that reference onstage performance contexts 
(such as the ‘intermediary stage’ I discuss in Chapter 4 where dancers are deliberately deprived 
of the mirror close to opening night in an effort to reaffirm points of reference and visual cues 
outside the dancer’s own mirror image). 
 
The dance studio is where a dancing body, to borrow a phrase from Foster, “is molded, shaped, 
transformed, and in essence created” (Foster 1999:236). As a professional dancer’s onstage 
performances generally attract most interest, the role of the mirror in forming and perhaps 
sustaining a dancer’s identity offstage is often overlooked. This, I suggest, is perhaps owing, 
at least in the case of Danza Española, to its being a phenomenon that remains unseen to 
outsiders of professional dance practice and overlooked by insider practitioners who take this 
embodied knowledge for granted. Indeed, I contend that should an insider practitioner be 
unimpressionable when facing the omnipresence of the mirror in their cultural context, then so 
too an outsider investigator is as likely to discount the same potential avenues of inquiry. As 
pointed out by French sociologist Pierre Bourdieu, bringing to a state of explicitness that which 
is implicit can be as concealing as it is revealing an enterprise. Even an insider as informant 
“tends to draw attention to the most remarkable ‘moves’” (Bourdieu 1977: 19); thereby falling 
short to impress upon an outsider as investigator the principles underlying some of their more 
significant culturally innate processes.  
 
Ricoeur situated psychoanalysis within the field of hermeneutics as a “type of hermeneutics 
[that] is animated by suspicion, by a scepticism towards the given, and it is characterised by a 






ways the process of my self-understanding involves my questioning of that which is apparently 
explicit or ‘real’ by means of an examination or ‘suspicion’ of the implicit or ‘taken for granted’. 
Interestingly, the subject of my research, although based on the implicit, became explicit only 
after I exited the professional context of the Danza Española community myself. Having toured 
nationally with Compañía Elvira Andrés as part of the award-winning choreographies Mujeres 
(Elvira Andrés), A La Luz (Elvira Andrés), and Bodas de Sangre (Antonio Gades), I joined the 
acclaimed international dance production, Riverdance, as Flamenco soloist. After an extensive 
tour through Europe and Russia, I developed a neck injury that ended my performance career.  
 
Despite an extensive professional dance curriculum, during my prolonged early retirement I 
began to question my very identity as a dancer. As time passed by, and in conversation with a 
professional colleague who also carried injuries that forced her offstage, I realised that we 
began to experience a kind of identity crisis as “dancers”. We each felt estranged from our 
dancing bodies. Reflecting on this period now, I realise that I was focussing on my onstage 
achievements measured against a peculiar sense of not being able to identify with that part of 
my life history. I had not yet evaluated my years left behind in the dance studios introduced in 
the latter scene above where I formed my dancing body. And so this peculiar feeling began to 
linger more and more heavily in me, this missing part of my identity, like as if it was no longer 
there, like as if it was never there at all. 
 
Introducing dance to my academic studies was as alien to me as honing in on the question of 
my identity as a Danza Española dancer through an explicit reading of the implicit text I have 
just delineated above. Ethnochoreology, or any other discipline relating to the academic study 
of dance practice was not established in the context of Spanish third level institutions during 






an undergraduate degree and postgraduate Masters combined) at the Department of Philosophy, 
Universidad Complutense de Madrid did not explore dance practice. Perhaps given that my life 
as a Danza Española dancer was independently fulfilling during this period, together with an 
academic environment that featured very few opportunities for the study of dance, I never 
introduced dance to my extensive studies within philosophy. Interestingly, as the study of 
dance permeates contemporary academic discourse within Spanish academia more and more, 
my alma mater is now home to the Congreso Internacional de Filosofía de la Danza, where I 
presented a paper on a phenomenological study of the Danza Española dancer’s relationship 
with her mirror image at the inaugural International Conference on Philosophy of Dance as 
recently as 2017 (Mateos Morante 2017). 
 
When I returned to the same Department of Philosophy as a postgraduate student on the 
Masters in Psychoanalysis and Culture Studies 7  programme in 2011, still yet I had not 
considered researching dance. Given the nature of my stalled career in dance, I wished simply 
to indulge further my keen interest in philosophy, and in particular psychoanalysis. However, 
while reading Lacan’s Mirror Stage, I felt an Aha-Erlebnis8 in relation to my experience as a 
dancer. My attention was all of a sudden drawn to the dance studio and its mirrors, and the 
potential role of the mirror image in processes of identification with a dancing body. This 
moment conceived what could be described as a spiral of understanding followed through in 
the research of this doctoral thesis. 
 
During the original period of my Aha-Erlebnis, and in keeping with the initial motivation 
behind furthering my postgraduate studies, my MA thesis was directed more closely toward 
 
7 Original title of Masters programme in Spanish: Máster en Psicoanálisis y Teoría de la Cultura. 






unearthing an understanding of mental illness, particularly psychosis. I deliberately brought 
my research into the domain of dance by way of film analysis of Darren Aronofsky’s feature 
Black Swan. There I examined the pathological creation of a double identity of a professional 
dancer within the formalised genre of ballet (see Mateos Morante 2012). Whereas my focus 
during my Masters research was ultimately based on identifying potential psychotic conditions 
linked to pathological experiences of the dancer in the mirror, my doctoral research would 
revisit the same formative effects of mirror use but in non-pathological cases. Importantly, 
within psychoanalysis, pathological case studies often make explicit that which is implicit 
within non-pathological contexts. Certainly, on a personal level, in considering the formation 
of the dancing body in front of the mirror from a non-pathologic psychoanalytical perspective, 
that empty space, the void in my own identity as a dancer was at last summoning words and 
meanings. 
 
Heralded by the Aha-Erlebnis described above, a spiral of understanding can be traced 
throughout the content chapters of this thesis. In Chapter 3, for instance, I revisit my implicit, 
presupposed knowledge relating to my dance tradition both ethnographically and historically, 
decoding that shared cultural context relating to contemporary Danza Española practice in 
Spain. Here, elements from my own initial tacit understanding of Danza Española dance 
practice either become reaffirmed and embedded within my academic discourse or become 
reconstituted and recontextualised as part of my newly emerging understanding. Considering 
the latter, for instance, I had not envisioned the omnipresence of my instructor, Mariemma’s 
influence on the modern embodiment of Danza Española by means of her widespread 
pedagogical system. More specifically, her contribution to not only the modern extent of 
mirror-use during transmission in the dance studio, but to the guided precisionist approach 






life-long professional mode of practice. In sum, by means of an autoethnographic and historical 
dialogue set against my own presupposed insider understanding of this shared dance tradition, 
I set out in this thesis to examine and to try and understand anew the peculiar context of the 
Danza Española experience that I absorbed in my youth, together with how that might relate, 
to varying degrees, with fellow insider practitioners who held their own presupposed 
understandings. 
 
This spiral of understanding ferried new discoveries both forward and backward along an 
autobiographical life history (made up of experiences of both contemporaneous and shared 
recent historical cultural absorption), thereby modifying my understanding across a broad 
temporal spectrum. For example, my realisation of a fundamental guidance principle during 
mirror use within Mariemma’s pedagogical method in turn steered my research toward a new 
appreciation of the “mother” figure in Lacan’s work as key toward understanding a dancer-
specific Mirror Stage too (see Chapter 4). Equally, upon returning to the dance studio mirrors 
as part of an autoethnographic methodology (see Chapter 2), my realisation of a fundamental 
motoric relationship between a lone dancer and the mirror image steered my research toward a 
fluid practice-based appreciation of the potential for the above pedagogical context to incite a 
Danza Española-specific Mirror Stage (see Chapter 5). The anthropologist, Helena Wulff 
pointed out that “retired dancers do not always miss the stage; they may just as well miss taking 
daily class” (Wulff 1998:68). I add to that, taking daily class in front of the mirror. My return 
to my own dancing body as a Danza Española dancer in this thesis will be to re-activate the 
that dancer Mirror Stage in me, wherein the mirror image can attain that sense of agency I 
might identify with and motion toward. A spiral of understanding that would be, to paraphrase 
Ricoeur’s quote earlier, as much reflective of the constitution of my self as it would be 






1.2 Contextualising the Research Question 
My overarching research question in this thesis could be said to have been framed by two 
principal autobiographical events as follows: my introduction to, and subsequent severance 
from my dancing body in the mirror (see Section 1.1 above). Significantly, by virtue of my 
parallel academic study in philosophy and psychoanalysis, the latter event unveiled the 
inconspicuousness of the former. Accordingly, in this thesis, I enquire: what is a dancer’s 
relationship with the mirror during the formation of body identity and the configuration of body 
motion in the formalised professional dance genre known as Danza Española? This overarching 
research question can be further subdivided into the following question categories: 
 
1: Cultural context. 
- What is the historical context of the mirror as a primary tool used for the 
transmission of formalised dance practice?  
- Why does the Danza Española genre foment customary use of the mirror during 
transmission today?  
2. Body identity. 
- What is the dancer’s relationship with the mirror in Danza Española?  
- Can a dancing body ultimately become sustained by its specular image?  
- What happens to that dancing body once its back is turned to the mirror?  
3. Body motion. 
- How can the intercorporeal relationship that is established between a dancer and 
her image through daily training in front of the mirror be explained through 
motion? 
- Can a dancer’s proprioceptive codification become reliant on the sight/vision of 






Each sub-category within my research question is examined sequentially throughout the 
content chapters 3 to 5 of this thesis. Regardless of how inevitable the above series of questions 
might seem to the author, their composition are of course formed out of, and framed by the 
author’s own lived experiences as part of a shared cultural context as outlined previously in 
Section 1.1 (see Ricoeur 2016). It is from the perspective of both an academic researcher and 
a dance practitioner, then, that I undertake this exploration of the innate processes pertaining 
to a Danza Española dancer’s modes of identifying with, and putting into motion, the dancing 
body as revealed by a particular relationship with the mirror. This twin role, it is hoped, goes 
some way toward evading the docta ignorantia experienced by more traditional 
insider/outsider encounters highlighted by Bourdieu above. A twin role, it ought to be added, 
that is neither a generic route toward an understanding of innate taken-for-granted cultural 
processes, but rather a specific – dare I say chanced upon – route borne out of autobiographical 
circumstance. 
 
Here, of course, I am not forecasting an exclusive reliance on my own personal experiences as 
a research methodology for this thesis (see Chapter 2). Being an insider does not exclude one 
from ethnographic research techniques, and certainly the cultural context wherein I situate both 
‘interpreter’ and ‘text’ is paramount to my process toward a comprehensive understanding of 
my research topic. As the educational anthropologist Heewon Chang stated: “Another form of 
autobiographical involvement in self comes in the category of “native ethnographies”, 
ethnographies conducted by ethnographers about their own people” (Chang 2008:44). In my 
capacity as a native practitioner-ethnographer I have exploited ethnographic methodologies 
from an ethnochoreological perspective throughout my research for this thesis (see Chapter 2). 







In doing field work, ethnographers make cultural inference from three sources: (1) 
from what people say; (2) from the way people act; and (3) from the artifacts people 
use. At first, each cultural inference is only a hypothesis about what people know. 
These hypotheses must be tested over and over again until the ethnographer becomes 
relatively certain that people share a particular system of cultural meanings (Spradley 
1979:8). 
 
Through ethnographic research methods including observation of mirror use in the field as well 
as related topical interviews with various Danza Española professionals, I record and explore 
similar concerns to those that gestated out of my own personal experience described earlier 
within a broader cultural context (see Chapter 4). Additionally, undergraduate dance students 
at the Irish World Academy of Music and Dance, University of Limerick, to whom I imparted 
Flamenco classes from 2017–2018 submitted their own self-reflective essays as part of the 
assessment criteria I set. These insights further enrich the ethnographic underpinnings of my 
study on body motion with respect to established forms of transmission through the mirror in 
Danza Española from the perspective of the learner (see Chapter 5). 
 
Chapter 2 outlines the overarching research methodology utilised in this thesis. Ethnography 
and autoethnography are employed as a means of examining, revisiting, digesting anew, and 
otherwise reflecting on the theoretical content introduced in each of chapters 3 (the historical 
perspective), 4 (the psychoanalytical perspective), and 5 (the phenomenological perspective) – 
corresponding with the above sub-categories 1–3. Accordingly, the structure of my 
ethnographic/autoethnographic process follows a spiral pattern of succession reminiscent of 
the archetypical Danza Española experience that is: the assimilation of formalised dance in 
front of the mirror (Chapter 3); the development of a dancing body identity in front of the 






(Chapter 5); and the transmission of stylised choreographic dance practice in front of the mirror 
(Chapter 5 and, once again, Chapter 3). 
 
1.3 An Outline of the Thesis Chapters 
Chapter 2, “Which Dancer and What Mirror: Outlining the Research Methodology and 
Reviewing the Literature”, outlines the methodology I employ in this thesis. An 
autoethnographic and ethnographic framing from the perspective of extant ethnochoreological 
discourse is mapped to my own autobiographical introduction above. A literature review 
provides a focussed discussion of my particular use of psychoanalytical and phenomenological 
theories that are new to ethnochoreology. Importantly, by the same measure, I relate the 
specific segue I have relied on when progressing from a historical cultural context of the mirror 
in dance practice, to a psychoanalytical consideration of body identity, and finally to a 
phenomenological consideration of body motion that is new to studies on dance. 
 
Chapter 3, “Reflections on Histories: Danza Española, the Mirror, and European Formalised 
Dance”, considers both the dancer and the mirror within contemporary and historical practice. 
I trace the historical and cultural context of the use and distribution of the mirror in continental 
Europe under an interrelated socio-political climate of the Baroque era, where a conscious 
effort to advance the quality and indeed dimension of the reflected image informs a cultural 
reading of the institutionalisation and professionalisation of formalised dance practice. That is, 
I examine the evolution of the mirror as it becomes unified in some important respects with 
that of classical ballet, and by extension with that of Danza Española, to account for the 
mirror’s place as a taken-for-granted artefact in the conservatory dance studio today. Equally, 
I examine the early and modern coalescing of the multi-form genre that is Danza Española 






practices in a fluid socio-political European context that establishes a shared formalised ethos; 
and on the other hand, there is the influence of disperse local folk dance contexts that define a 
sense of specific geographic character. All in all, the process of stylisation of dance forms 
elaborated for the theatre stage is one that is also very much defined by the evolution of the 
full-body mirror. Using the ethnographic interviews in the field as research data, the basis of 
that relation between the artefact of inquiry, the mirror, and the genre of inquiry, Danza 
Española, is explored in contemporary contexts. 
 
Chapter 4, “Body Identity: A Psychoanalytical and Ethnographic Study of the Formation of a 
Danza Española Dancer in Front of the Mirror”, relies on psychoanalysis to investigate a 
dancer’s identity in the context of that complex relationship established with the reflected 
image of their dancing body in the mirror. A brief recapitulation of Freudian theory will note 
the communicative power of the body, emphasised more precisely within the analysis of 
conversion hysteria where the body is highlighted as a site for communicating the subconscious 
to the conscious. To understand the place of the mirror in psychoanalysis and how it relates to 
the body, I turn to three respected authors fundamental to the discipline: Jacques Lacan, Donald 
W. Winnicott and Françoise Dolto. In particular, Lacan’s seminal work “The Mirror Stage, as 
Formative of the Function of the I, as Revealed in Psychoanalytic Experience” is at the core of 
this chapter in the exploration of the dancer’s body identity as it is both formed in front of, and 
informed by, the mirror. The concept of a dancer’s identity potentially sustained by the mirror 
image is then ethnographically explored in situ through a broad range of field interviews with 
renowned dance professionals, choreographers, company directors and dance instructors of 







Chapter 5, “Body Motion: A Phenomenological and Autoethnographic Study of Dance 
Movement in Front of the Mirror in Danza Española”, sets in motion the psychoanalytical 
understanding of body identity outlined in the previous chapter by expounding a 
phenomenological understanding of the body in movement, drawing largely on the theories of 
Thomas Fuchs. Body motion will be examined as not only embodied in the immediacy of 
execution, but also in the anticipation of completion, allowing for the construction of a virtual 
“as-if” structure as per the corporeal schema that pre-empts corporeal events (Fuchs 2005). 
These theories will be developed in tandem with autoethnographic reflection in my capacity as 
a retired professional Danza Española dancer and current choreographer and instructor (Foley 
2013). To emphasise, this process is not explored through an onstage practice-based exposition 
of research findings, but through an offstage practice-based investigation of research data in 
the dance studio with its mirrors. Accordingly, the inner complexity of this dancer’s 
relationship with the mirror will be re-assembled, thence re-interpreted, and thereby moulded 
into a tactile, experienced form of self-understanding. 
 
Chapter 6, “Conclusion: Through the Looking Glass, I Dance”, provides a concise summary 
of my research thesis; the methodologies employed; the theoretical framings utilised and 
applied; and concluding remarks based on my research findings. The chapter also looks at 
potential future research areas stemming from my research findings, and discusses the impact 
of my research findings for the discipline of ethnochoreology, for my research field, and for 







Which Dancer and What Mirror: Outlining the Research Methodology and Reviewing 
the Literature 
 
This chapter applies the autobiographical details introduced in Chapter 1 to an appropriate 
methodology that includes autoethnography, ethnography, and a critical examination of 
relevant interdisciplinary literature. Accordingly, Section 2.1 below discusses my principal 
methodology framework relying on ethnography and autoethnography within established 
ethnochoreological discourse; while Section 2.2 introduces by means of a literature review my 
specific use of psychoanalytical and phenomenological theories that are new to dance studies 
and ethnochoreology, in general. The concept of a dancer in the mirror can be interpreted in 
multitudinous ways. I hope through my introductory chapter to have directed readers somewhat 
toward grasping my particular perspective of the dancer and the mirror in this equation, 
together with my research project, aimed at understanding the relationship as it might unfold 
between both. It is important to facilitate readers in Chapter 2 to appreciate some important 
details that render my interdisciplinary treatment of the proposed research question distinct 
from existing publications.    
 
2.1 Methodology 
Researched from an ethnochoreological perspective, the methodology in this study is 
interdisciplinary and draws from the author’s experience both as a professional Danza Española 
dancer as well as a scholar of philosophy, psychoanalysis and ethnochoreology. The 
methodology is thus contextualised by a primarily autoethnographic approach to formulating 
the research question as outlined in Chapter 1. That said, autoethnography is categorised by 
Chang already as “an ethnographic research method” (Chang 2008:10), and by extension is 






into the field. Chang explains: “Autoethnography benefits greatly from the thought that self is 
an extension of a community rather than that it is an independent, self-sufficient being, because 
the possibility of cultural self-analysis rests on an understanding that self is a part of a cultural 
community” (Chang 2008:26). Chang highlights what she describes as the “give-and-take 
process” between self and community (Chang 2008:27), wherein self-narratives “are of self 
but not self alone” (Chang 2008:33). Accordingly, my own interaction with a community of 




Ethnographic research conducted for this thesis includes fieldwork conducted in Madrid and 
Valladolid between March and May of 2016. During this time I met and recorded fifteen 
interviews with Danza Española practitioners who were active professionals in the Ballet 
Nacional de España (director; principal dancers; soloists; dance corps; and dance masters in 
Danza Española and ballet), other high-profile independent professionals active across various 
dance practice institutions in Spain, and direct successors of Mariemma’s pedagogical system. 
I employ qualitative analysis of this fieldwork data to augment my research discourse. As part 
of my fieldwork, I undertook a week-long ethnographic study of the final rehearsals for 
“Homenaje Antonio Ruiz Soler” by the Ballet Nacional de España in their studios in Madrid 
utilising research methods that included participant observation, audio-visual documentation, 
and field diary note-taking. Being a part of a network of industry practitioners permitted 
unlimited access to real-life case studies among a community of dance specialists active in 
Danza Española in Spain. This access provided a broadening of my own research space to 







The interview methodology throughout my fieldwork was carefully structured and documented 
through audio and audio-visual means,9 taking into consideration the interviewee, the interview 
location, environment, and interview questions. All interviews were conducted in Spanish – the 
primary language of my interviewees and myself. The research data from my fieldwork is 
integrated through the relevant chapters of my thesis to support my academic argument. 
Excerpts from the interviews used in the thesis are translated by the author and presented in 
English for the reader; the original Spanish excerpts are also provided in footnotes in all cases. 
Ethical approval to conduct this research was granted by the Arts, Humanities, and Social 
Sciences Research Ethics Committee at the University of Limerick (see Appendix A). Ethical 
approval was also granted by the Arts, Humanities, and Social Sciences Research Ethics 
Committee at the University of Limerick for the inclusion of two self-reflective essays 
submitted by undergraduate students as part of the assessment criteria I set for the Flamenco 
Elective module at the Irish World Academy of Music and Dance, Limerick. The personal 
experience documented by students who were new to Spanish dance forms provided 
particularly insightful avenues toward understanding the process of transmission in front of the 
mirror from the learner perspective (see Chapter 5).  
 
Importantly, the subject of my interviews in most cases necessarily comprised a discussion of 
what is a shared system of cultural meanings (Spradley 1979) between the author as an insider 
ethnographer/practitioner and the interviewee as an insider practitioner (see Chapter 1). Some 
interviewees were professional colleagues of the author over many years of active practice 
within the field of research. Accordingly, the theme of my interviews were very focussed 
already, and addressed my research question directly rather than through any broader 
 
9 Audio recording device used: Sony ICD-PX470 Digital Wide-Stereo MP3 Voice Recorder. 






introductory discussion of topics relating to a definition of the genre as a whole. The interviews 
were therefore conducted as insider-to-insider interviews. As highlighted previously, I had not 
considered the role of the mirror nor my relationship with the mirror image during my own 
biography as a dancer (see Chapter 1). Likewise, many of my interviewees revealed in the 
interviews their own sense of surprise at not having considered this training artefact nor their 
own experience of it as dancers either. Significantly, most of my interviews were based 
therefore on concepts that were never discussed previously between interviewee and 
interviewer despite the shared cultural experience under analysis. This proved to be a 
particularly fruitful context whereby both parties journeyed back toward a shared cultural and 
corporeal experience highlighting points of view that resonated to varying degrees with either 




As a discipline, ethnochoreology embeds the researcher within the field of research. This can 
be arrived at from various perspectives. One such perspective is that of autoethnography, which 
I exploit throughout the thesis, and informs both my introduction and closing analyses. But, 
autoethnography is not necessarily a process of recounting a life history in anthropological or 
sociological terms exclusively. Rather, ethnochoreology embraces an interdisciplinary 
discourse that if anything, is ever broadening to include disparate established fields of inquiry. 
Ethnomusicologist Colin Quigley stated more than two decades ago that dance was 
“increasingly being studied from an interdisciplinary perspective appropriate to its 
complexities” (Quigley 2004:372). More recently, Foley outlined the interdisciplinary 







Ethnochoreology is an interdisciplinary field of study drawing from concepts and 
research methods within multi-disciplinary areas including anthropology, 
sociology, cultural studies, folklore, philosophy, education, linguistics, dance 
studies and performance studies. Its focus is the academic study of dance (or any 
human movement system) as product and as social process and its relationship to 
the culture of which it is a part (Foley 2013:5). 
 
The scope of the present interdisciplinary project therefore includes the above-mentioned 
approach with a particular focus on phenomenology and psychoanalysis. I argue, for example, 
that the latter advances important routes toward understanding the concept of body identity, an 
area of continuing interest for the ethnochoreologist. As Foley states: 
 
From the 1970s, studies of dance were developed further to include embodiment, 
ethnicity, gender, globalization, identity, politics, ritual, social relations, social 
structure, somatics, and worldview (Foley 2013:5). 
 
In this thesis, I approach the study of embodiment through a phenomenological reading of body 
motion. Both body identity and body motion are, however, concepts that are accessed through 
the ethnochoreological perspective by recognising the dancing body as “a methodological 
research tool” (Foley 2013:93). Dance scholar, Susan Lee Foster also argues that:  
 
any given dance or dance practice embodies a theorizing of relationships between 
body and self and between body and society. Learning to choreograph, the 
choreographer learns to theorize; learning to dance, the dancer assimilates the body 
of facts and structuring of discursive frameworks that permit theorization (Foster 
2004:377–8). 
 
Likewise, in the first instance, the self in this thesis is very much the author’s dancing body 
identity put (back) into motion. Accordingly, autoethnography as a research methodology 






the thesis just as much as the resultant interdisciplinary theoretical research re-forms the 
dancing body. Following Ricoeur’s definition of ‘texts’ as outlined in Chapter 1, in her book 
Step Dancing in Ireland: Culture and History, Foley’s research methodology treated dance 
practices as cultural ‘texts’ to be deciphered and understood anew by (physically) allowing 
them to inhabit her own dancing body (Foley 2013; Ricoeur 2016). Similar to Foster’s concept 
of choreography as “a thinking tool, a mental physic” (Foster 1996: xi); Foley applies the 
insider dancing body itself as a methodological research tool. I share this same methodology 
when revisiting the dancing body in Chapter 5. This is not to imply an onstage practice-based 
exposition of research conclusions, but rather an offstage, practice-based investigation of 
research data. The dance studio with its mirrors is, therefore, of more import to this research 
than the onstage performance of the same. In this thesis, my theoretical framework is 
communicated directly back to the dancing body with my own dancing body functioning as a 
primary investigative site to both synthesize and manifest the research data. 
 
Chang distinguishes autoethnography from other self-narratives by virtue of its “analytical and 
interpretive nature” (Chang 2008:43). By both following the guidelines and avoiding the 
associated pitfalls as outlined by Chang, my autoethnographic methodology embraces Chang’s 
“broad-based data”; that is, combining “internal” with “external” data such as interviews in the 
field and literature review as a form of professional validation (see Chang 2008: 55; 64). 
Turning attention first to internal data, in the words of Chang this research process “ultilizes 
the researchers’ autobiographical data to analyze and interpret their cultural assumptions” 
(Chang 2008:9). Three concepts as highlighted by Chang are of interest here: “memory search”; 
“self-reflection”; and “self-revelation” (Chang 2008). The order of these concepts for the 
autoethnographer are not necessarily sequential, but rather interconnected, even cyclical 






In Chapter 1, I have related my autobiographical data to both my initial presupposed 
understanding and emerging new understanding that defines my experience as a dancer of 
Danza Española. This process can be translated accordingly onto the autoethnographic method 
outlined by Chang above. Considering for a moment “memory search”, I have pointed to my 
education in dance from childhood through to a national conservatory system and onto the 
professional stage when establishing that which informed my understanding as it stood prior 
to undertaking the present study. Considering “self-reflection”, the neck injury I documented 
in Chapter 1 certainly equates with Chang’s terminology again, whereby I reflect upon the 
effects my absence from professional dance practice has had on my identity as a dancer. 
Continuing with Chang’s useful terminology, my spiral of understanding described in Chapter 
1 constitutes a series of “self-revelations”. In sum, the autobiographical resources that align 
with, and inform my spiral of understanding are readily embedded within the autoethnographic 
method presented by Chang (2008). Importantly, my autobiographical immersion into 
psychoanalysis and phenomenology not only informs my analysis and interpretation of 
collected internal and external research data throughout that spiral of understanding, but also 
forms an integral part of the initial anchorage that defines my initial tacit understanding of my 
field of research. Accordingly, though the methodology here is interdisciplinary, it is 
contextualised by the primarily autoethnographic approach to formulating and addressing the 
research question. 
 
2.2 Literature Review 
 
This thesis, as outlined in my introduction, contributes new concepts to ethnochoreological 
discourse, and indeed introduces outside disciplines in an original sequence as yet unexploited 
in extant literature in dance studies. Accordingly, my literature review below will follow the 






psychoanalysis (Chapter 4) and phenomenology (Chapter 5) is projected in turn. Preceding this, 
I provide a review also of the historical and descriptive literature I have used to analyse the 
cultural context of the mirror artefact, European formalised dance practice, and the Danza 
Española genre specifically (Chapter 3). This informs my focus on processes of stylisation and 
mirror use in Danza Española wherein I situate my examination of body identity and body 
motion. 
 
Within the context of an ethnochoreological discourse, both highlighted disciplines above – 
psychoanalysis and phenomenology – will reveal a mutual congruity that accounts for my very 
deliberate patterned segue as follows: first, in Chapter 3, a consideration of the cultural and 
material context of formalised stylisation in dance practice, together with an appreciation of the 
social and political environments that power and shape their evolution in Europe; then, in 
Chapter 4, an investigation of body identity during formation of a dancing body in front of the 
mirror; and finally, in Chapter 5, an understanding of body motion during dance transmission 
and rehearsal where there is an evident reliance on mirror use. Consequently, while framed 
within an ethnochoreological discourse, with particular emphasis placed on autoethnographic 
and ethnographic methodologies (see Section 2.1), the final two stages just outlined inform the 
central theoretical development of the research question and accordingly rely on specific 
psychoanalytical and phenomenological literature as follows:  
 
- Chapter 4 engages with psychoanalytical texts (Dolto 2010; Freud 1970, 1975, 
1991, 1999; Lacan 1977, 2000; Winnicott 1971) together with extant literature 
in dance relating to the body, the mirror, or identity in dance practice (Aalten 
2007; Coupland 2013; Deaborn & Ross 2006; Foster 1996, 1999; Jackson 2005; 






- Chapter 5 engages with phenomenological texts (Fuchs 2005; Merleau-Ponty 
2007) together with extant literature in dance relating to the body, the mirror, or 
movement in dance practice (Albright 2011; Dodds 2019; Franko 2011; 
Nicholas 2018; Pakes 2019; Purser 2011). 
 
In Sections 2.2.2 and 2.2.3 I will discuss both body identity and body motion in a manner that 
introduces readers to the relevant theoretical concepts as they relate to psychoanalysis and 
phenomenology respectively against extant literature in dance studies. This sequential rather 
than synchronous pathway toward my research conclusions will be accordingly introduced as 
part of a literature review. Bibliographic research is an important methodology for this thesis, 
including a critical review of relevant literature in monographs, journal articles, treaties, theses 
and exhibition catalogues. Before focussing on both principal theoretical aspects emphasised in 
the latter sub-sections of my literature review, in Section 2.2.1 I provide an overview of the 
primary literary sources that I have used in accordance with the historical and regional aspects 
of my research in Chapter 3. 
 
2.2.1 A History of Stylisation and Mirror Use in Dance 
There is a relative lack of extant literature in dance studies and ethnochoreology considering 
the reliance upon the mirror within specific genres for the transmission of dance (see Claid 
2006; Dearborn & Ross 2006; Purser 2011, 2008; Radell 2014; Roche 2016). For this reason, 
in the ensuing Chapter 3, I turn to broader historical texts to contextualise both the complex 
interaction between human beings and the artefact that frames their reflected image, as well as 







To my knowledge, there are a relatively limited number of monographs exclusively dedicated 
to the history of the mirror. The independent scholar and writer, Mark Pendergrast’s 
monograph, Mirror: A History of the Human Love Affair With Reflection (2003), provides a 
very detailed historical account of the mirror’s evolution, together with its profound impact on 
diverse aspects of human life recounted sequentially throughout contiguous eras. Prioritising 
the socio-cultural effects of an historical interaction with the artefact, French researcher at the 
Collège de France, Sabine Melchior-Bonnet commits to the telling of a broad variety of 
important moments in the history of the mirror in a non-chronological format in her book The 
Mirror: A History (2001). 
 
This latter monograph collates disperse periodical references relating to history defined by a 
variety of themes including religion, philosophy, the arts and psychology. Although the style 
of writing can venture into the poetic at times, I have sourced additional plainly historical 
references that have by and large supported Melchior-Bonnet’s evaluation of the socio-cultural 
and political mood of the period at least that is most relevant to my own consideration of the 
mirror – that is, a timeframe that lies in parallel with the historical evolution of dance academies 
and professional practice. In this regard, for example, I found particularly informative the 
article “La ‘guerra de los espejos’ entre Francia y Venecia”10 (2013) written by Eduardo 
Juárez Valero, Professor of Archival Science at the Universidad Carlos III de Madrid. Here, 
the so-called “War of Mirrors” in 1666 relating to French attempts to poach through espionage 
advanced mirror-making techniques from Venice supports Melchor-Bonnet’s estimations 
regarding the extent to which the mirror artefact influenced conduct among the European courts 
of the late seventeenth century. 
 
 






Given a relative lack of Spanish references in current English-language publications regarding 
the history of dance in Europe, the early historical overview in Chapter 3 helps to situate Spain 
as a relevant site of reciprocity in the development of dance from a European perspective (see 
Abad Carlés 2004; Au  2012; Clarke & Crisp 1992; Coeyman 1990; Cohen & Matheson 1992; 
Ehrenberg 2010; Noll Hammond 2007; Nahachewsky 2012; Nordera 2007; and Salazar 1994). 
Of course I rely on broader historical-based monographs on dance together with a selection of 
texts that punctuate specific themes relevant to this particular overview by authors of dance 
studies such as Shantel Ehrenberg, Marina Grut, Andriy Nahachewsky, Sandra Noll Hammond, 
and Marina Nordera among others. However, I also include, and translate excerpts from 
Spanish-language monographs that consider similar historical perspectives, such as La Danza 
y el Ballet (1994), by the renowned historian, composer and musicologist specialising in the 
Silver Age of Spanish Culture,11 Adolfo Salazar. Although focussing primarily on the history 
of ballet, in his final chapter, Salazar elaborates on examples of related modern genres among 
which he includes Danza Española. 
 
Further resources on the history of ballet include Dance as a Theatre Art: Source Readings in 
Dance History from 1581 to the Present (1992) by Selma Jeanne Cohen and Katy Matheson; 
Ballet and Modern Dance (2012) by Susan Au; and Ballet: An Illustrated History (1992) by 
Mary Clarke and Clement Crisp. All three monographs provide a similar overview of the 
historical aspects relating to the origins of ballet. Au’s work in particular, together with that of 
Cohen and Matheson to some extent, provide additional insight into the passage from amateur 
participation in dance to onstage professionalism. That said, regarding the historical aspects of 
 
11 The Silver Age of Spanish Culture – La edad de plata española – corresponds with the first third of the 20th 
century, a historical period renowned for the quality of artistic output from Spain in literature, music, dance, 






ballet, Salazar in particular highlights the relevance of the Spanish courts and Spanish dance 
influences where other publications have tended to focus on the primacy of Italy as a site of 
origin, the primacy of France as site of development, and the example of England as a site of 
reciprocity.  
 
Throughout Chapters 3, 4 and 5 I rely on published literature in ethnochoreology, anthropology 
and dance studies concerning the dancer (see Foley 2013; Wulff 1998) and the dancing body 
(see Aalten 2007; Foster 1996; Jackson 2005) to position through comparative analysis the 
Danza Española dancer (see Bennahum 2000; Grut 2002; Mariemma 1997; Matamoros Ocaña 
2008; Murga Castro 2017; Perozo Limones 2018; and Segarra Muñoz 2012) within the relevant 
academic discourse of my primary discipline. Literature on Danza Española referenced above 
predominantly contains descriptive, instructive and historical information on the genre. 
Accordingly, my literature review relies on various treaties, monographs, doctoral theses, 
academic articles, as well as exhibition catalogues. Conceding the lack of available specialised 
historiographic accounts contemporary to the origins of most genres of the ephemeral arts, the 
recent decades have witnessed an increasing academic interest in Danza Española among 
Spanish-language scholars. The present decade in particular has borne multiple doctoral theses 
from various Spanish institutions that relay fundamental historical data leading to a finer 
comprehension of the genre. Indeed, two recent Spanish doctoral theses referenced throughout 
Chapter 3 will introduce my literature review relating to early and modern processes of 
stylisation in Danza Española and associated mirror below (see also Chapter 3).  
 
Elvira Carrión Martínez, dance instructor at the Escuela Superior de Arte Dramático, Murcia, 






XVIII: el bolero12. Clearly the focus of Carrión Martinez’s study is very specific, relating to 
the origin of the Bolero School. That said, such a focus is essential when accounting for the 
early processes of stylisation highlighted in Chapter 3, where Danza Española was brought into 
initial contact with the ballet tradition. Correspondingly, this resource is positioned side-by-
side with my research on the connection between formalised dance, the mirror, and the primacy 
of gaze in the Baroque period as it relates to ballet. 
 
In considering the link between ballet and the Bolero School, the 2002 monograph by dance 
researcher Marina Grut titled The Bolero School: An Illustrated History of the Bolero, the 
Seguidillas and the Escuela Bolera: Syllabus and Dances represents one of the first exhaustive 
English-language publications devoted to the rich period of reciprocal influence between this 
particular dance form and ballet, together with a discussion on the emergence of Flamenco 
dance during the same period. Grut’s position as a celebrated researcher of Spanish dance was 
cemented when on behalf of the Spanish Government the then King Juan Carlos I invested her 
as a Dame of the Order of Queen Isabel of Spain in 1989. 
 
Another important monograph in the context of the Bolero School is Augusto Bournonville. 
Historia y estilo13, authored in 2008 by Elna Matamoros Ocaña. A Doctor in Aesthetics and 
Theory of the Arts, Matamoros Ocaña is also a ballet master at the Compañía Nacional de 
Danza de España in Madrid. As will be detailed in Chapter 3, Bournonville was one of the 
Romantic era choreographers who most integrated Spanish characteristics emanating from 
Bolero into his works. Given the importance of autoethnography in this thesis, mention ought 
to be made of my own occasional ballet training under Matamoros Ocaña’s predecessor at the 
 
12 My translation: “Dance in Spain during the Second Half of the 18th Century: Bolero.” 






above conservatory, and indeed her mother, the renowned ballet master of the Bournonville 
method, Carmina Ocaña. Forming part of my own professional formation in Danza Española, 
my attendance at Carmina Ocaña’s classes goes some way toward recognising the lasting 
effects of a reciprocal influence between both the Bolero School and the Bournonville school 
of ballet in particular.  
 
Without doubt, my principal influence, Mariemma’s own treatise on Danza Española in 1997 
– Mariemma. Mis caminos a través de la danza. Tratado de Danza Española14 – informs this 
thesis’ reading on the make-up of the complex dance genre as it exists today throughout the 
conservatories and theatre stages of Spain. In addition to recounting her personal artistic and 
pedagogical trajectory, Mariemma expounds definitions of the four forms of Danza Española 
by means of a precise nomenclature of the genre and a broader pedagogical glossary; a step-
by-step outline of various Bolero School dance exercises set specifically to music composed 
by long-time collaborator Enrique Luzuriaga; and instructive drawings by Liliane Lees. 
 
Although the focus of Flamenco instructor at the Conservatorio Superior de Danza de Málaga, 
Ana Rosa Perozo Limones is relatively confined in terms of geography (that of Flamenco dance 
in Seville), both her 2018 doctoral thesis and related published articles provide a broad 
appreciation of the interconnected history of the four primary forms represented within the 
Danza Española genre as a whole. Seville is a particularly important site within the context of 
Spanish dance, referred to by the nineteenth-century Spanish author Serafín Estébanez 
Calderón as “the workshop where all dances are forged”15 (Estébanez Calderón 1983:204 in 
Perozo Limones 2018). My focus on an early stylisation influence within the context of Danza 
 
14 My translation: “Mariemma. My Pathway through Dance: A Treatise on Danza Española.” 






Española uses the Bolero School as a principal repository for outside influence in that regard. 
And correspondingly my focus on a modern stylisation influence within the context of Danza 
Española uses Stylised Dance as a principal source of inside influence in that regard. That said, 
I will highlight in Chapter 3 any definition of Danza Española embraces all four forms to which 
processes of stylisation and associated mirror use are fundamental.  
 
Lecturer at the Faculty of Education at the University of Cuenca (UCLM), María Dolores 
Segarra Muñoz presented her thesis in 2012 titled Antonio Ruiz Soler y la Danza Española 
Estilizada: Orígenes y desarrollo de un género. 16  This is an important reference when 
considering the place of Stylised Dance within the schematic of the four forms of the genre. 
Although the focus of Segarra Muñoz’s work is very much fixed upon Antonio Ruiz Soler – 
providing a detailed study of the artistic trajectory of one of the core figures in the modern 
development of the genre – it necessarily includes a valuable broader context concerning the 
origins of Stylised Dance. This study is therefore important for my research on Stylised Dance 
and although Mariemma is mentioned as part of Segarra Muñoz’s thesis, my own investigation 
favours a more constant interest in Mariemma as a figure representative of a pedagogical, as 
well as artistic, pillar of the Danza Española genre as a whole. 
 
A closer examination of Stylised Dance is facilitated by Ninotchka Bennahum’s study of the 
early twentieth-century source of the genre, Antonia Mercé (see Chapter 3). Professor of 
Theatre and Dance at the University of California, Santa Barbara, Bennahum’s 2000 
monograph “Antonia Mercé, ‘La Argentina’: Flamenco & the Spanish Avant-Garde” details 
the biography of Antonia Mercé, better known by her stage-name “La Argentina”. It ought to 
 






be stated that Bennahum leaves the impression in her publication that Antonia Mercé cut an 
isolated figure within the genre, which, contrary I am sure to the author’s intentions, diminishes 
the famed dancer’s influence over Danza Española as a whole. Bennahum reduces the output 
of subsequent creatives to a “faint echo of [La Argentina’s] meticulous attention to detail, her 
fierce musicality, enormous charisma, and ceaseless devotion to the stage” (Bennahum 
2000:17).  
 
Bennahum discounts outright contributions by any “other Spanish woman” in this regard and 
asserts that La Argentina is “so little remembered by the country” (ibid.). Bennahum’s 
achievement in documenting the life of Antonia Mercé notwithstanding, I argue that La 
Argentina’s legacy is very well represented by the many Spanish dancers and choreographers 
both contemporary and subsequent to her prime. Among these are Vicente Escudero (1892–
1980); Encarnación López ‘La Argentinita’ (1898–1945); the oft-cited Pilar López (1912–
2008); Mariemma (1917–2008); Antonio Ruiz Soler (1921–1996); Antonio Gades (1936–
2004); Elvira Andrés (b1958); Lola Greco (b1964); Aída Gómez (b1967); Mayte Bajo (b1970); 
Antonio Najarro (b1975); the many examples active today both within the Ballet Nacional de 
España and independent dance companies; but to list a few. 
 
Indeed, the link from Antonia Mercé to Mariemma, as an example of the continuity of the 
embodiment of Stylised Dance in particular, is underpinned metaphorically by the fact that 
upon her death Antonia Mercé’s family bequeathed to Mariemma a selection of the great 
dancer’s costumes and personal objects. It was considered that Mariemma would be the rightful 
heir owing precisely to her deep understanding and masterful execution of Stylised Dance (see 






Mariemma Museum to this day17. More importantly, the movements these same garments once 
enveloped are likewise preserved within the very entity of contemporary Danza Española 
dancers. This latter facet in safeguarding the genre perhaps owes, I would argue, more to 
Mariemma’s pedagogical innovations than to her international prominence as a renowned 
dancer, choreographer and dance troupe director (see Chapter 3).  
 
2.2.2 A Psychoanalysis of Body Identity in Dance 
In the context of this thesis, I have made every effort to focus on very specific aspects of 
psychoanalysis to avoid over-burdening the reader with a complete adoption of the terms and 
concepts used by the discipline (see Chapter 1). For the most part, a broad category of 
psychoanalytical terminology can be avoided in this chapter without prejudicing the integrity 
of the investigation or the fundamental theory I wish to advance. That said, occasionally the 
use of specific psychoanalytical terms is unavoidable and therefore are explained where their 
inclusion emerges throughout each relevant section. I have provided appropriate definitions of 
recurring terms used in this thesis from a psychoanalytical perspective in Chapter 1, something 
that is important to note for an accurate reading of my research question from the outset. 
 
Here, I will emphasise how my psychoanalytical approach to examining body identity in dance 
is new to the field of ethnochoreology. Also, among publications that consider the role of the 
mirror in dance (see Coupland 2013; Deaborn & Ross 2006; Ehrenberg 2010; Legrand & Ravn 
2009; Purser 2011; Radell 2002, 2003, 2004, 2011, 2014), none to the best of my knowledge 
has investigated the identity of the professional dancer from the perspective of Lacan’s Mirror 
Stage. In examining the role of the mirror within the training experience of Danza Española, 
 








this research contributes new knowledge to the field of ethnochoreology and to dance studies 
in general  (see Chapter 3). 
 
There are, of course, many examples of dance genres where transmission is conducted through 
primarily kinaesthetic or other somatic means and wherein a relationship with the mirror image 
is absent entirely or developed adjacent, or subservient, to alternative training methods. The 
dancing body in Danza Española, and in ballet too at a professional level also, is formed – as 
will be argued in this thesis – predominantly in front of the mirror (see Chapter 3). This is why, 
as will be observed in this thesis, the Danza Española dancer’s relationship with her mirror 
image can become so intertwined with her identification with her dancing body. To my 
knowledge, extant publications in ethnochoreology and dance studies to date have not explored 
the formation of a professional dancing body in front of the mirror as this relates to body 
identity from a psychoanalytical perspective. Below I introduce and critically engage with a 
selection of publications that incorporate an examination of the mirror as part of various 
research studies in dance. 
 
Sally Radell, Professor of Dance at Emory University, since the 1990s has been one of the most 
prolific authors examining dance and the mirror. Her publications predominantly relate to a 
search for healthy body image in the dance studio relevant to a broad range of dancers across 
various levels. According to Radell: “A dancer’s personal vision of her body image is an 
important part of her psychological health and well-being and can help or hinder her dance 
performance in the studio” (Radell 2012:10). Radell’s research aims therefore are very distant 
to my own consideration of the formation of the dancing body specific to professional dancers 
in the Danza Española tradition. I do not evaluate levels of satisfaction of body image stemming 






as a biographical subject). Instead, I examine the formation of body identity from prolonged 
mirror use at a professional level. For a similar reason therefore, Justine Coupland’s article 
Dance, Ageing and the Mirror: Negotiating Watchability (2013) concerning a dance group 
established for older dancers would not hold much relevance to my own study.  
 
Radell does expose the beginnings of the dancing body formed in the mirror among ballet 
dancers where the “reflection, which was once an object, seems more real than their own 
sensory selves” (Radell 2014:12). However, this leads Radell to an exploration of the “absent 
body” that in turn leads dancers toward learning “to disassociate themselves from normal 
physical sensations such as hunger or pain in order to achieve a thinner body and/or fully focus 
on the execution of a technical feat” (Radell 2014:12). My thesis focusses instead on locating 
that absent body (in the mirror). 
 
Anna Aalten provides further insight into the notion of the “absent body” as a means of 
examining how injuries for the dancer is a “result of chronically overburdening the body” 
(Aalten 2007:110). She explains that because “pain is often ignored, a minor physical problem 
eventually turns into a serious one” (ibid.). Aalten does adopt the concept forwarded by Foster 
(discussed below) concerning two bodies – one tangible and the other ideal – without 
connecting this to the mirror image. Apparently the ideal body is oblivious to the pain described 
above. This, still yet, would be in keeping with my own understanding of the dancing body to 
an extent. That said, the omnipresence of pain and injury among professional dancers 
notwithstanding (see Aalten 2007:116), I do not view this given to be so much a cause as it is 
a symptom of the condition of the professional dancer’s ideal body. Aalten states: “When the 
body ‘speaks up’ it is habitually silenced into a mode of bodily absence to allow the dancer to 






confronts this “absent body,” ready to accept its imperviousness to pain as another feature of 
its imaginary specular condition: a mirror image wherein a dancer’s identity is formed and 
whereto a dancer’s motion tends (see Chapters 4 and 5). 
 
Karen Dearborn and Rachael Ross’ comparative study of dance learning with and without 
mirrors unearthed a series of possible research questions rather than explored the formative 
effects of mirror usage on body identity in dance. They state: 
 
Also noted was that the advanced ballet dancers used the mirrors more extensively 
during the learning phase by garnering information from both front and back views of 
the teacher while also quickly checking their own shapes and dynamics against the 
teacher as the ideal. Conversely, it was noted that those less advanced in ballet or those 
who had come to dance via tap or modern tended to restrict their gaze to the back of 
the teacher and follow along with their own body while learning the sequence. Were 
these differences a difference in learning style (visual versus kinaesthetic) [...] 
(Dearborn & Ross 2006:114). 
 
An examination of Dearborn and Ross’ query coming out of mirror use concerning the visual 
over the kinaesthetic is undertaken as part of Chapter 5. Radell also observed regarding her 
area of research outlined above that the “effect of mirrors on dancers’ body image may be 
dependent on varying factors such as performance skill level, comparison of self to others, and 
level of material taught” (Radell 2012:10). Without a clear focus on one category of dancer or 
another, results stemming from a lot of these research studies can become somewhat 
ambiguous. Indeed adult beginner classes in third level college environments (as is the case in 
Radell’s), by their very nature, throw out a great many variables in relation to why each 
individual decides to take the course and what their private goals are for the end of the course. 
The professional dancer’s objectives and level of dedication, as examined in this thesis, would 






formalised structure of both a conservatory system and established professional industry. My 
research question is directed specifically toward the formation of the professional Danza 
Española dancer in my thesis. 
  
Shantel Ehrenberg considers the mirror as a “tool” where “the mirror image and the dancer’s 
kinaesthetic awareness were consistently affecting each other in a cyclical action–reaction 
pattern, thus this process was termed the dancer-mirror feedback loop” (Ehrenberg 210:175). 
The unified concept of the dancer incorporating the mirror in a most practical sense eliminates 
the theory of two bodies advanced by other authors mentioned above. This may correspond 
with the relative reduced format of Ehrenberg’s study rather than with any alternative theory 
regarding body identity in dance. She based her research on four consecutive classes taken by 
six female undergraduate dancers; twice with mirrors and twice without (see Ehrenberg 
2010:173). Again, there are a great many variables therefore, including dance style and dance 
background, leading to a slightly awkward conclusion: “Dancers’ experiences with mirrors in 
the context of university training are loaded, contradictory, and multi-layered” (Ehrenberg 
2010:181).  
  
My focus in relation to Danza Española is not fixed upon the novice nor the advanced dancing 
body, but upon the professional dancing body. The professional dancing body belongs to s/he 
who occupies the identity of a “dancer” – rather than s/he who may profess a love of dancing 
– and by extension creates the identity of the dancing body in front of a mirror as discussed 
here. Helena Wulff’s monograph titled Ballet Across Borders: Career and Culture in the World 
of Dancers is a case in point (Wulff 1998). Though Wulff may have experienced an advanced 
dancing body out of her years attending dance classes during her youth, she would not have 






the dancers, I found myself communicating with them through the mirror […] (Wulff 1998:7)”. 
By contrast, I suggest that it could likely be they, the dancers, who communicate with Wulff, 
the ethnographer, through the mirror. This is often how a professional dancer within formalised 
genres communicates embodied practice (see Chapter 4). 
 
By virtue of my focus on a “dancer in the mirror”, this thesis remains firmly situated within 
the field of ethnochoreology. However, I am more reliant on critical psychoanalysis and its 
analytical lexicon than existing publications on dance have demonstrated. The dancing body 
in my thesis differs therefore from those dancing bodies discussed elsewhere within extant 
literature on dance. To illustrate, Susan Leigh Foster uses the terms “ideal body” versus 
“perceived body” (Foster 1999:236) in a way that may approximate (and only on occasion) my 
own terms “ideal corporeal ego” versus “real corporeal schema” outlined in Chapter 4. Clearly, 
a dancing body is a created one that traverses these dualities, both Foster’s and my own. Foster 
treats the perceived body as that which is utterly conspicuous to the dancer, particularly borne 
out of a kinaesthetic self-awareness (Foster 1999: 237); whereas the dancer’s ideal body is 
more defined by “fantasized visual or kinaesthetic images of a body” (Foster 1999:237). 
Significantly, Foster’s ideal body is not cast in the personal identity of each dancing body as I 
would understand it from a psychoanalytical perspective. Instead, for Foster, it is cast in 
abstract form and shared among the communal identity of dancing bodies peculiar only to any 
singular genre (Foster 1999:243). 
 
Fundamentally, other dance studies publications that have examined the concept of the ideal 
body, have not considered the use of the mirror or the Mirror Stage in that regard. Jennifer 
Jackson’s article reviews the ideal body in ballet in what she describes as a “somatic study” 






However, the ideal body for Jackson in the first instance is defined even more rigidly as a genre-
based “body type” (Jackson 2005:32); “a permanent body” that remains aloof from many 
individuals whose biological form falls outside this category (Jackson 2005:33). Her project 
therefore is to build an individual dancer-specific ideal body: “As there is only one ideal body 
(hers), she is relieved of the ‘wanting’ for the ideal body” (Jackson 2005:33). By contrast my 
own starting point from a psychoanalytical perspective situates an ideal corporeal ego in the 
mirror garbed in each professional dancer’s individual real corporeal schema; and apart from 
the consistencies of form and movement that collate into a definable genre or tradition, this 
ideal dancing body remains flexible pending the developing capacity of the dancer to envision 
it accordingly attired. 
 
Foster included psychoanalysis as one of those “critical procedures” that are “subjected to 
choreographic revision” in her edited publication Corporealities (Foster, 1996: xi). She did not 
exploit a psychoanalytical understanding in her “theorization of relationships between body 
and self” (Foster, 1996: xi). Similarly, her discourse on The Ballerina’s Phallic Pointe is more 
to do with the reinforcement of socio-cultural divisions of gender than it does any detailed 
Freudian analysis of the same – she only mentions Freud and Lacan once, in the penultimate 
sentence. 
 
Peggy Phelan’s chapter “Dance and the History of Hysteria” promised to establish an analytical 
link between dance studies and psychoanalysis. In her opening pages she declares “dance 
organizes its movement across a temporal schema. And in this sense, dance, like 
psychoanalysis, helps join the body to time” (Phelan 1996:92). That said, the vast majority of 
her text relays the case of Anna O. featured in Freud and Breuer’s Studies on Hysteria without 






choreography are two different modes of performing the body’s movement” (Phelan 1996:94) 
– and the anecdotal – “It is therefore appropriate that the last lines of the concluding case study 
of Studies should end on the dance floor” (ibid. 99) – I find it difficult to garner a 
psychoanalytical reading of dance practice or a dancistic reading of psychoanalysis from 
Phelan’s work. It is only in her conclusion that Phelan bridges both dance (all of a sudden by 
way of Balanchine’s ballerina) and hysteria (or more accurately Anna O.’s case study in 
particular) to suggest “that femininity is re-enacted through the reproductive body” (Phelan 
1996:101). In essence, Phelan’s ultimate research aims remain distant to my own, but also the 
method with which she utilises psychoanalysis in her research on dance is equally distinct to 
my adoption of a psychoanalytical perspective when analysing identity and the body in dance.  
 
2.2.3 A Phenomenology of Body Motion in Dance 
From an ethnochoreological perspective, when applied to dance, Fuchs’ article “Corporealized 
and Disembodied Minds: A Phenomenological View of the body in Melancholia and 
Schizophrenia” provides a completely fresh insight into a phenomenological reading of body 
motion. Although Fuchs has not been referenced in dance studies or ethnochoreology (I have 
come across only one passing reference recently in Nicholas 2018), phenomenology has been 
utilised by a broad cross-section of scholars of dance studies focussing on an even broader 
variety of topics. The Winter 2011 issue of Dance Research Journal is indeed dedicated to, as 
revealed by its title, Dance and Phenomenology: Critical Reappraisals. One example among 
the contributors is the dancer as well as professor and chair of the Department of Dance at the 
Oberlin College and Conservatory, Ann Cooper Albright. She stated that over “the course of 
the last thirty years, phenomenology has replaced aesthetics as the philosophical discourse of 
choice for dance studies, providing scholars to think about a broad continuum of moving bodies 






of Dance at Temple University, Mark Franko indicated that prior to this, Dance Studies was 
dominated by a Hegelian-imbued phenomenological attitude (see Franko 2019). Reader 
in Dance Studies and director of the Centre for Dance Research at the University of 
Roehampton, Anna Pakes’ chapter on “Dance and Philosophy” in the recently published 
Bloomsbury Companion to Dance Studies (ed. Dodds 2019) sums up the use of phenomenology 
in Dance Studies as follows:  
 
Drawing on elements of Edmund Husserl’s phenomenology, Maxine Sheets-
Johnstone (2015[1966]), Sondra Fraleigh (1987) and Susan Kozel (2007), for 
example, employ techniques of eidetic reduction and imaginative variation to reveal 
essential features of dance experience. But sometimes, instead of employing 
phenomenological methods, dance writing focuses on the insights of 
phenomenological philosophers such as Martin Heidegger, Jean-Paul Sartre and 
(particularly) Maurice Merleau-Ponty, elaborating the content of their claims in the 
dance context. For example, Merleau-Ponty discusses the reciprocity of the 
experience between self and other, positing an intercorporeal domain and reversibility 
that helps articulate the connection between dancer and audience (Carr 2013). Or 
Merleau-Ponty’s notions of perception, subjectivity and intersubjectivity are used to 
elucidate how understanding of self and other in somatic practice can foster ethical 
relationships (Rouhiainen 2008) (Pakes 2019:334). 
 
As part of my literature review for this chapter, I will consider relevant output in this regard by 
lecturer in the social sciences at the University of Nottingham, Aimie Purser. The reason I have 
chosen Purser’s work is that it explores the dancing body in contemporary dance practice from 
a phenomenological perspective specifically using what she terms Merleau-Ponty’s Mirror 
Stage (Purser 2011). Whereas Purser examined how dance movement “in the body” might 
coincide with philosophical concepts relating to “tacit bodily knowledge” (see Purser 2008:2–
3), my focus in Chapter 5 is on dance movement visualised “in the mirror” and its connection 






2005). This contrast helps situate my own distinct point of departure when considering body 
motion relative to recent phenomenological studies on embodiment in dance. Furthermore, 
Merleau-Ponty particularly, as highlighted by Pakes above, has been cited frequently in dance 
studies publications to date and has therefore become quite representative of a 
phenomenological perspective in the study of dance practice. In addition, my focus on Lacan’s 
Mirror Stage from a psychoanalytical perspective in many ways limits the extent to which a 
so-called Merleau-Ponty Mirror Stage can be applied to further my own theoretical framework. 
This literature review allows me to contextualise therefore my introduction of a 
psychoanalytical, as opposed to a phenomenological, understanding of body identity in Chapter 
4 that serves to preface my adoption in Chapter 5 of a phenomenological reading of body 
motion. 
 
Lacan’s work influenced Merleau-Ponty greatly. In her exhaustive biography of Lacan, 
Roudinesco made clear the familial ties between both through their wives’ and daughters’ 
friendships (see Roudinesco 1997:169–70). On an intellectual level, Roudinesco outlined the 
familiarity between both also, stating of Lacan: “In all the group he began to mix with at the 
end of the Occupation, only Beauvoir and Merleau-Ponty were sometimes to read him with 
interest” (Roudinesco 1997:169). Apparently, after the death of Merleau-Ponty, Lacan 
lamented during a lecture presentation that both “shall never have time to bring our theories 
and observations closer together” (Roudinesco 1997:280). To bring theories and observations 
closer, is not to deny the interpolation of either’s theories and observations in the advancement 
of each other’s oeuvres. 
 
Consistent with the above, my understanding of the writings of Lacan and Merleau-Ponty from 






Dancing Body-Subject: Merleau-Ponty’s Mirror Stage in the Dance Studio”. Purser’s title 
would denote a Merleau-Ponty Mirror Stage, and thereby presuppose a theory in opposition to 
a predecessor. That predecessor Mirror Stage theory could only be that of Lacan’s outlined in 
Chapter 4 in this thesis. I believe this to be misleading. Apart from Merleau-Ponty not 
publishing a text that includes the “Mirror Stage” as part of its title to my knowledge, there is 
neither any sub-title to declare a Merleau-Ponty-specific “Mirror Stage” anywhere inside the 
Merleau-Ponty lecture that Purser quotes from throughout her article. Rather, Merleau-Ponty 
does in fact quote from, and graciously attribute to the psychoanalyst, Lacan’s Mirror Stage. 
Before discussing Purser’s approach, I will introduce Merleau-Ponty’s lecture to clarify my 
own perspective below. 
 
Merleau-Ponty’s 1951 lecture course titled “The Child’s Relations with Others” makes clear 
from both title and opening statement that the focus of his study is an examination of the 
development of exactly that: the child’s relations with others. Already, therefore, this focus is 
not shared with Lacan’s Mirror Stage, where the formation of the “I” is examined (see Chapter 
4). This ought not to imply a divergence in the theoretical posture of each author, but merely 
outline the focus of each study accordingly. Merleau-Ponty’s statement of contempt toward 
classical psychology with regard to tackling the research question in his lecture (see Merleau-
Ponty 2007:143), equally ought not to be conflated with Lacanian psychoanalysis; after all, 
both are quite different. On the contrary, Merleau-Ponty quotes heavily from Lacan’s work, 
both literally and by means of adopting and accepting Lacan’s theory of the Mirror Stage. 
Merleau-Ponty exclaimed: “Thus one sees that the phenomenon of the specular image is given 
by psychoanalysts the importance it really has in the life of the child” (Merleau-Ponty 
2007:165). Furthermore, Merleau-Ponty made clear: “Moreover, what distinguishes the 






to identification with others” (Merleau-Ponty 2007:167). That is to say, the Mirror Stage as 
developed by Lacan, presents, and thereby allows for, an expanded reading of identification 
with others. 
 
Indeed Merleau-Ponty’s statement that one’s “consciousness […] is above all a relation to the 
world” (Merleau-Ponty 2007:146) is consistent with Lacan’s emphasis on the infant’s 
development during the Mirror Stage where “he experiences in play the relation between the 
movements assumed in the image and the reflected environment, and between this virtual 
complex and the reality it reduplicates – the child’s own body, and the persons and things, 
around him” (Lacan 1949:503). It would seem therefore that both authors are in fact on the 
same theoretical page when examining the question of infant/child early development.  
 
Concerning Merleau-Ponty’s study in particular, it is worth introducing his theoretical posture 
in the context of this chapter as it is consistent, undoubtedly, with the phenomenological 
approach developed by Thomas Fuchs which I rely on later (see Chapter 5; Section 5.2). 
Defining the “psyche” as “conduct” (Merleau-Ponty 2007:147), and the body as a system 
(“corporeal schema” (ibid.)), the perception of the body becomes “relatively transferable from 
one sensory domain to the other in the case of my own body, just as it could be transferred to 
the domain of the other” (Merleau-Ponty 2007:147–8). This is a commonality among and 
between subjects so that each “offers himself to the grasp of [the other’s] motor intentions” 
(Merleau-Ponty 2007:148). In the end, borrowing from Husserl, Merleau-Ponty defines the 
phenomenon of coupling in so far as “this transference of my intentions to the other’s body and 
of his intentions to my own, my alienation of the other and his alienation of me, that makes 
possible the perception of others” (Merleau-Ponty 2007:148). Accordingly Merleau-Ponty 






the other” (Merleau-Ponty 2007:148). Instead – just as was outlined in Lacan’s Mirror Stage 
(see Chapter 4; Section 4.1.3) – “the perception of others is made comprehensible if one 
supposes that psychogenesis begins in a state where the child is unaware of himself and the 
other as different” (Merleau-Ponty 2007:148).  
 
In contrast to my own reading above, Purser’s understanding of both Merleau-Ponty and Lacan 
is one based on opposing arguments. For example, after positing that alienation for Merleau-
Ponty “contra Lacan […] need not necessarily be understood as negative” (Purser 2011:188), 
Purser quotes Gail Weiss describing the “necessarily alienating acceptance of the spectacular 
image as an image of oneself” (Weiss in Purser 2011:188). Owing to my reading of a shared 
understanding of the Mirror Stage between both authors, I find it difficult to comprehend in 
what way specifically Lacan and Merleau-Ponty could be at odds with one another in relation 
to the necessary process under discussion. Neither author are quoted directly in Purser’s 
presentation of this point, but the apparent solely-negative contra not-necessarily-negative 
understanding of alienation she attributes to Lacan in particular is not explained anywhere in 
her article. Considering that Merleau-Ponty’s equations of the developing inter-subjective gaze 
include the despot/slave relation (Merleau-Ponty 2007:170) and the jealousy/cruelty attitudes 
(Merleau-Ponty 2007:173), Purser’s assertion is somewhat confusing when she states: 
“objectification and alienation in the negative sense through the look or gaze of the other are 
not inevitable in Merleau-Ponty’s frame-work” (Purser 2011:189). Purser states, again 
indirectly via David Michael Kleinberg-Levin, that  
 
Merleau-Ponty’s unique contribution to the discussion of alienation here, is, however, 






… a way of awakening and eliciting the social, indeed prosocial, foundations of 
the child’s identity (Levin, 1991, p. 60) (Purser 2011:188). 
 
As can be gathered from my paragraph contextualising Merleau-Ponty’s text and his use of 
Lacan’s Mirror Stage, Merleau-Ponty does not attempt to assume the theory of the Mirror Stage 
as his own, nor inflect some of the associated terminology to acquire a unique slant. By its very 
definition, of course “alienation” in isolation implies negative connotations. Both Lacan and 
Merleau-Ponty provide complex theoretical frameworks however wherein alienation is 
considered an irrefutable component part. Alienation neither excludes a positive contribution 
to complex systems by its definition. In all, there is no indication of counterargument between 
both authors regarding a supposed “discussion of alienation”. Rather, Merleau-Ponty 
incorporates Lacan’s complex theory before developing further upon it during his focus on the 
child’s relation with others. More to the point, I do not share Purser’s view of Merleau-Ponty 
contra Lacan, even when considering the question of alienation. It is not for me to argue 
Levin’s position, but apparently Purser seems to adopt his reading of Lacan’s Mirror Stage 
within her own text. Indeed, whereas Purser not once quotes directly from Lacan’s text, my 
own thesis draws heavily from Lacan’s Mirror Stage directly. Purser continues: 
 
Indeed while Lacan assumes that the primary mirroring of the child’s embodied self 
involves a real mirror, Merleau-Ponty, by contrast, assumes that the primary 
mirroring will be interpersonal. Thus for Lacan mirroring is always objectifying and 
alienating, even when he situates it in an interpersonal relationship, because he 
conceptualises it as a variation on the prototypical moment of reflection in the mirror 
(an external object which reduces the body to an image or object) and thus frames the 
experience of the gaze in terms of objective third-person observation (Levin, 1991, p. 
61). Merleau-Ponty, however, conceptualises the gaze differently, seeing it as based 
in a model of inter-human relations that is ‘intersubjective, communicative and 






I do not agree with the suggestion of Lacan’s mirroring as forever being a process of 
“objectifying and alienating” only. Rather, the “prototypical moment of reflection in the mirror” 
through a guidance principle is itself “intersubjective, communicative and embodied in 
reciprocities” from the outset. From my understanding, as part of an accurate reading of 
Lacan’s theory, it is important to acknowledge the intersubjective communication between the 
infant’s primary carer (typically the mother) toward the infant in discovering, and thus 
objectifying, the embodied reciprocities (both in likeness and in variance) on display inside the 
mirror. 
 
Recalling the distinction between the focus of each text outlined above (Merleau-Ponty’s 
relation with others and Lacan’s formation of the “I”), Merleau-Ponty’s use of the Mirror Stage 
is by all accounts consistent with, rather than “contra”, Lacan’s. The Mirror Stage is described 
by Merleau-Ponty as a “the development of the perception of one’s own body” (Merleau-Ponty 
2007:154). Merleau-Ponty was not always convinced of psychologist Henry Wallon’s 
interpretation of this process (from whom he quotes otherwise very favourably at length), and 
found deficiencies in particular in how he related his theories to the mirror (see Merleau-Ponty 
2007:160 & 164). For this very reason, Merleau-Ponty turned to, and adopted Lacan’s work in 
this regard. 
 
Just as Lacan emphasised the Other (such as the guidance provided by the mother above), 
Merleau-Ponty too addressed the “rapid development of contacts with others” (Merleau-Ponty 
2007:154) during this period in child development. That being said, Merleau-Ponty also was 
adamant in stating that the “major fact that concerns the development of consciousness of one’s 






by means of the mirror” ([emphasis mine] Merleau-Ponty 2007:155). Later he emphasised: 
“The mirror image itself makes possible a contemplation of self” (Merleau-Ponty 2007:165). 
Accordingly, it should be quite clear that both Lacan and Merleau-Ponty were in perfect 
harmony in relation to the process of identification for the subject with his own body. 
 
Indeed the presentation of Merleau-Ponty contra Lacan by Purser, I argue results in some 
inconsistencies when transposing her theory onto the subject of her research: contemporary 
dance practice. “The external image can produce the problems of objectification and alienation, 
but it is also, paradoxically, seen to be necessary to the establishment of the dancer’s corporeal 
schema or sense of body-subjectivity” (Purser 2008:165). Correspondingly, it ought to be clear 
therefore that inter-subjectivity remains elusive in the absence of alienation and objectification. 
To quote Lacan – as did Merleau-Ponty in “The Child’s Relations with Others” – when 
discussing the infant’s jubilant assumption of his specular image, “the I is precipitated in a 
primordial form, before it is objectified in the dialectic of identification with the other, and 
before language restores to it, in the universal, its function as subject” (Lacan 1977:2). 
Accordingly, objectification and alienation are inescapable symptoms (or facilitators) of inter-
subjectivity, rooted in the Mirror Stage experience. As Merleau-Ponty described from Lacan, 
“the image in the mirror prepares me for another still more serious alienation, which will be 
the alienation by others” (Merleau-Ponty 2007:165). That said, the process of segregation 
between individuals “is never completely finished” (Merleau-Ponty 2007:149); something 
Merleau-Ponty in his text attributes to multiple disciplines contemporary to him among which 
he includes psychoanalysis. Where Purser considers opposing theories, I instead consider 
complementary theories, at least within the dimension of counter-arguments Purser holds 






To use the words of Merleau-Ponty: “There is thus a system (my visual body, my introceptive 
body, the other) which establishes itself in the child, never so completely as in the animal but 
imperfectly, with gaps” (Merleau-Ponty 2007:163). This blurred system emerges in Purser’s 
examination of contemporary dance performance, and her discussion proves insightful in that 
regard: 
 
Thus the gaze and intersubjective mirroring interaction have positive and negative 
aspects for the dancer, just as the mirror image does. The point here is not, then, to 
arrive at an understanding of mirroring or the gaze as either negative or positive, 
objectifying or a necessary part of subjectivity, but rather to explore how bringing 
Merleau-Ponty’s philosophy into conversation with the embodied practice of dance 
opens up a space for discussion that lies in-between these divisions (Purser 2011:201). 
 
Essentially, from my understanding, I would argue that Purser has perhaps misconstrued the 
theory and dynamic of the Mirror Stage, or rather, to be clear, Lacan’s Mirror Stage. This may 
contribute to the artefact waning into a secondary notion throughout Purser’s main study and 
consideration of inter-subjectivity. Afterall, Purser examines movement as inter-subjective 
mirroring primarily via a comparative analysis between copying from videos versus “mirroring 
interaction with another dancer” (Purser 2011:197). Admittedly, use of the mirror in 
contemporary dance practice is partially relevant to “creating an ever more nuanced 
proprioceptive picture of the body” (Purser 2008:136). In the case of Danza Española, as will 
be demonstrated in the following chapters, the mirror is central to creating an ever more 







And so, rather than considering dance practice as something that exemplifies a 
phenomenological process wherein the corporeal schema is “continually developed and refined 
throughout life course” (Purser 2008:138); I consider dance practice as something that revisits 
– although as a variation (see Chapter 1) – a process of identifying through the mirror with a 
real corporeal schema that is formed anew with respect to its reliance on an ideal corporeal 
ego (see Chapter 4). A phenomenological analysis of body motion in relation to dance in the 
mirror has not been conducted to date. Purser does not consider movement in the mirror as part 
of her study. She states: 
 
This emphasis on the integral importance of the relationship with the mirrors was, 
however, limited to discussion of (static) positions such as the arabesque. The dancers 
did not prioritise the mirror image or the use of mirrors in discussion of sequences of 
movement. This meant that while mirrors might be helpful during ‘class’ when the 
dancers were going through a series of exercises, they were in fact considered to be 
unhelpful in most cases where an actual choreography was being rehearsed […] 
(Purser 2008:153–4).  
 
Although interesting arguments were touched on among Purser’s interviewees – in particular 
with regard to the mirror as “understood to give a false or distorted picture of the movement” 
(Purser 2008:155) – Purser has not focussed attention on this aspect of a dancer in the mirror. 
Already this contrasts the experience of movement in the mirror within the Danza Española 
experience where, as stated emphatically by Mariemma (see also Chapter 3), the dancer ought 
to “isolate himself with that dance, and firstly, in front of a mirror, seek – apart from the 






own self” (Mariemma 1997:68). 18  Purser highlighted Merleau-Ponty’s concept of body-
subjectivity as follows: “Body-subjectivity is not therefore simply a sense of the body statically 
or passively occupying space then, it is a sense of both our current engagement with the world 
and also our potential for action” (Purser 2011:185). When conceptualising the dancing body 
as static versus in-motion, I consider the dancing body as pregnant with potential for action 
(see Chapter 1).  
 
From a static posture alone in front of the mirror, the dancer strives toward an ideal 
incorporation of its execution. I explore this concept further in relation to Danza Española and 
the specific type of formation of a dancer in front of the mirror in Chapter 5. What is important 
to note here is that my introduction of a phenomenological understanding of this dance training 
process is rooted in a psychoanalytical understanding of body identity. I would argue that this 
is nothing new in terms of phenomenology, where Merleau-Ponty for instance adopted Lacan’s 
Mirror Stage when discussing the child’s relation with others (itself, already, a more dynamic 
context from a conceptual standpoint). My progression from a psychoanalytical perspective 
with regard to body identity to a phenomenological perspective with regard to body motion is, 
however, new in terms of the study of dance.  
 
2.3 Chapter Summary 
This chapter has outlined the relevant research methodology used when examining the research 
question presented in Chapter 1. The particularly autobiographical context as discussed 
previously therefore, has been accordingly contextualised by an ethnochoreological perspective. 
 
18 My translation. Original text: “Debe aislarse con ese baile, y primero, delante de un espejo, buscar, aparte de 







As an insider practitioner to the field of research, autoethnography and ethnography are 
representative of both singular and communal experiences in a mutually reflexive environment 
that facilitates a spiral of understanding (see Chapter 1). As component parts of the  
autoethnographic framework, my focussed introduction of and critical engagement with 
relevant historical and descriptive literature, as well as relevant literature in psychoanalysis and 
phenomenology to further my discussion of body identity and body motion respectively, 










Reflections on Histories: Danza Española, the Mirror, and European Formalised Dance 
 
Considering those reflections on my own early development as a Danza Española dancer 
outlined in Chapter 1, the sentiment of my teacher’s words – “Look at me in the mirror!” – 
informs my current project. In the present chapter, I will consider both the salient artefact and 
the specific context of my experience in the above scene from both a historical and 
ethnographic perspective. Essentially, I examine from whence the use of the mirror emerged 
within the Danza Española genre as I encountered it above. I evaluate whether my own 
experience ought to be considered an anomaly outright, or if there is evidence of somewhat of 
a shared system of cultural meaning embedded within the genre from a contemporary and 
historical perspective (Spradley 1979). My reflections followed a reverse chronology that 
aligned with this author’s own point of departure as an insider to the field. That is, my own 
processes of reflection (Chang 2008) considered first the immediate surroundings of my own 
life history in dance together with the proximate influences that have shaped those 
surroundings. Only subsequently had I sought an understanding of the furthest influences that 
spawned the dance tradition that I would form part of. 
 
The celebrated Danza Española dancer Mariemma (1917–2008), who I introduce below via the 
continuing widespread adoption of her pedagogical system throughout the Spanish dance 
conservatories specifically, is a principal reference relating to processes of stylisation in 
modern Danza Española. I was fortunate to have trained with Mariemma and I was among the 
last generation of professional dancers to have received instruction directly from her at her 
prestigious Centro Coreográfico Mariemma in Madrid before it closed at the end of the 






the historical context of the relationship fomented between artefact and genre discussed in this 
thesis. In turn, Mariemma regularly pointed toward Antonia Mercé (also introduced below) as 
a primary reference, thereby guiding my reflection to my next nearest influence in kind. Only 
subsequent to these reflections have I furrowed further back through available historical 
records to suggest a point of origin for when the mirror helped shape the formalised dance 
practice that I form part of.  
 
My discussion here, of course, will relay these reflections chronologically for the sake of clarity 
for the reader. However, no matter the disparity such a timeline evokes in reference to the 
occasion of author’s experience recalled above, each ‘history’ reflects episodes of new self-
understanding along that spiral introduced in Chapter 1. On the one hand, Section 3.1 provides 
a contemporaneous examination of both formalised dance practice and the technological 
evolution of the mirror artefact in a politically-interconnected Europe during the late Baroque 
period. And linked to the European context, Section 3.2 provides a comparative examination 
of both historical and recent processes of stylisation in Danza Española specifically that 
demonstrate primary examples of associated mirror use in the genre. On the other hand, both 
these sections afford a more comprehensive understanding of the contemporary ubiquity of the 
mirror throughout Danza Española academies like that found in my own scene above. Likewise, 
Section 3.3 examines the level of usage of, or indeed dependency on the mirror among recent 
and present generations of the genre’s practitioners during transmission and assimilation. But 
this examination is also unavoidably in comparative reference to my own experience above. 
 
In all, Chapter 3 seeks dominant historical markers that exhibit processes of formalised 
stylisation and associated mirror use that might relate fundamentally with my reflections on 






ethnographic and historical perspectives necessitate reflection too. The latter reaching furthest 
into the past attending to documented remnants of historical relevance inextricably associated 
with the subject matter, and the former elucidating more recently lived histories of professional 
Danza Española dancers while attending to the details of the research question. Accordingly, 
in the present chapter, I address the first sub-category of my research question outlined 
previously in Chapter 1 that I have titled Cultural Context as follows:  
 
- What is the historical context of the mirror as a primary tool used for the 
transmission of formalised dance practice?  
- Why does the Danza Española genre foment customary use of the mirror during 
transmission today?  
 
Although my approach here is both from an ethnographic as well as historical perspective, 
given that the first question above relates to the historic past ethnographic research was by 
default limited. However, some interesting aspects of ballet versus Danza Española training 
arose during some interview sessions that will be relayed accordingly in Section 3.3.1. The 
first question above directly references the genre of inquiry, and therefore is more accessible 
to ethnography and is accordingly documented in Section 3.3.2. Consequently, this chapter 
corresponds with an ethnographic as well as historical consideration of the salient material 
artefact (the mirror) and core dance characteristic (formalised stylisation) that are met with 
upon entering the contemporary setting of the Danza Española conservatory system as 







3.1 The Mirror and European Formalised Dance: The Bearing of Danza Española 
 
Two overarching avenues of historical inquiry are undertaken in Section 3.1. On the one hand 
that of the artefact of inquiry, the mirror; on the other hand, that of the subject of inquiry, 
formalised stylisation in dance practice. Importantly, each historical overview is itself 
contextualised by the other. Not only in terms of where both histories intersect, but in terms of 
their mutually influential evolutionary and artistic timelines. Consequently, the mirror as a 
unique object is situated inside extant historical texts in Section 3.1.1 before its relevance as a 
complex artefact is placed within the context of European formalised dance practice in Section 
3.1.3 – namely ballet (see Section 3.1.2). Accordingly, the reader is accompanied through 
pertinent areas of research that, when knitted together, reveal the peculiar interrelationship 
shared between the mirror as a cultural artefact in evolution and European formalised dance as 
a cultural practice in development. The resulting compendium, it is hoped, aligns with a 
broader reading, a posteriori, of a growing socio-cultural obsession with the image that reached 
some form of climax during the Baroque period in Europe. Importantly, this historical reading 
of the interdependence that developed between both the artefact of inquiry (the mirror) and 
subject of inquiry (European formalised stylisation in dance) leads to a better informed reading 
in Sections 3.2 and 3.3 of the cultural context of the genre of inquiry, Danza Española. 
 
3.1.1 The Historical Trappings of the Full-Body Glass Mirror  
As self-aware beings, we reflect. Our self-awareness manifests in a very special way in front 
of the mirror. Already the lexicon might become confusing: we reflect and speculate on our 
identity when our specular image is reflected before us in the mirror. The tongue twisters here 






with the evolving technē19 of that artefact we classify as the “mirror”. Interestingly, only a 
century after glass mirror-making was perfected in Venice (see below), the thirteenth century 
Italian theologian St Thomas Aquinas – principal representative of ecclesiastical philosophy of 
this era – introduced the modern understanding of the term “speculation” as a mental capacity 
to meditate and reflect. Pendergrast demonstrated: 
 
Thomas Aquinas, a contemporary of Bonaventura, offered one of the first 
etymological links between mirrors as specula and the modern meaning of speculation: 
“To see something by means of a mirror is to see a cause in its effect wherein its 
likeness is reflected”, Aquinas wrote. “From thus we see that ‘speculation’ leads back 
to meditation” (Pendergrast 2003:121). 
 
I would argue therefore that the evolution in the technical elements of the artefact – the mirror, 
began to influence not only the representation and identification of oneself before the world, 
but also the very language of presenting these concepts. It is worth observing the etymology of 
the Latin word “reflectere” denoted the “throwing back of light” (Hoad 1996) from the 
fourteenth century, but also denoted the “fixing of the thoughts” (ibid.) from the seventeenth 
century when – as will be shown in this section – the artefact reached a significant peak in 
terms of both all-round quality and the definition of the images it displayed. 
 
Out of an ever-presence in water and light that so enthused Narcissus (see Ovid 2004), a 
reflected image comes to be harnessed by human hands as an artefact that is constructed and 
polished. The evolutionary process of technē in relation to the mirror has allowed this artefact 
to be deployed in multifarious ways and, consequently, for multifarious modes of reflection. 
Just as it has allowed star gazers to inhabit the furthest reaches of the galaxy where our human 
 
19 The Greek term technē is used in philosophy and defined as: “The knowledge of how to do things and make 






bodies would otherwise perish, so too it has invited the very scrutiny of our bodies, another 
form of gazing that seeks out the profundity of our identity (see Chapter 4; see also Lacan 
1977). 
 
Not only the clarity, but the physical dimension of the mirror in the case of the latter project 
contributes to the constitution of each encounter, which is why the mirror and she who 
approaches it gives rise to so many diverse complex interactions. One such phenomenon I 
argue as being worthy of discussion is the peculiar experience in creating a body apart; a body 
at dance; constructed and polished by professional dancers in front of this unique artefact; an 
object often taken for granted; not there for where it is but for where else it shows; complex 
and confounding; informative and formative. A dancer, without doubt, exposes complexities 
she too is often unaware of. Given that this thesis intends to focus a light on the murky waters 
that envelop this peculiar experience of a dancer and her image in the mirror, the following 
paragraphs thread together the evolutionary path of the mirror to when it claimed a central 
place in the establishment of a formalised dance practice within a European context. 
 
Pendergrast describes an early example of a mirror of impressive quality pointing to the 
Anatolian polished obsidian mirrors – an igneous rock best described as volcanic glass – found 
in Turkey dating as far back as 6200 BC (see Pendergrast 2003:3). The optometrist Jay M. 
Enoch traced the connections through trade and conquest between North Africa, Mediterranean 
Europe, the Middle East and Central and South America that by 2000 BC introduced the mirror 
artefact to “every major region of the world with settled societies” (Enoch 2006:780). 
Considering the European context, during the Roman Empire “artisans mass-produced their 
[metal] mirrors” (Pendergrast 2003:14); and by 100 BC developed a new method for producing 






historian, revealed: “Sidon was once famous for its glassworks, since, apart from other 
achievements, glass mirrors were invented there” (Degryse 2014:15). However, with the 
decline of the Roman Empire from the fifth century came the steady decline in working with 
glass for the production of mirrors. Instead, mirrors in Europe continued to be produced 
primarily made of silver, bronze, or stone up to the twelfth century for use as a luxury item 
among the nobility. 
 
From the twelfth century, glass mirror making was perfected in Venice, where the production 
of mirrors there enjoyed a lengthy monopoly until the seventeenth century Baroque. For several 
reasons, in 1291, the Venetian authorities “forced the dangerous furnaces to move to the nearby 
island of Murano” (Pendergrast 2003:119). This not only served to protect the city from 
accidental fires, but also served to protect the industry of mirror-making itself for the city of 
Venice. The isolation of Murano Island made it more challenging for outsider interests to spy 
upon the secrets of the craft, ensuring its prolonged five-century monopoly. However, the 
inverse effect of this overtly protectionist enterprise meant that glassmakers were 
correspondingly forbidden to leave the island. Although effectively prisoners of their craft, 
glassmakers were also very well paid, and were, for instance, permitted to marry the nobility.  
 
Advancements in the Venetian glassmaking industry produced clearer reflections, and mirrors 
came to be omnipresent among the noble classes who could afford them. Already during the 
Renaissance, palace walls were not only adorned with tapestries, but included framed mirrors. 
In the sixteenth century “a Venetian mirror in an elaborate silver frame was valued at 8,000 
pounds, nearly three times the contemporary price of a painting by Raphael” (Pendergrast 
2003:120). By the seventeenth century mirrors became a more accessible option to those 






mirrors could not therefore be linked only to one’s level of resources, but rather to one’s 
lifestyle and to the pull of attraction to aristocratic models” (Melchior-Bonnet 2001:29). Not 
to relinquish entirely the status of grandeur and opulence in this regard, cabinets de glaces 
(mirror chambers) became a fashionable excess among the aristocracy of this period also (see 
Pendergrast 2003:149). Melchior-Bonnet concurs with this and adds: 
 
In glorifying the mirror and proliferating the cabinets de glaces (small, mirrored 
rooms popular in the seventeenth century), the ancien régime celebrated the reign of 
light and clarity and the birth of a brilliant, polished world that would eliminate 
shadows and otherness. The mirror substitutes reality with its own symmetrical replica, 
a theater of reflection and artifice, and it was to this civilized double that European 
society entrusted the expression and the expansion of a self constructed under both the 
eyes of God and of others (Melchior-Bonnet 2001:133). 
 
In this context, mirrors began to define the individual within society. As Melchior-Bonnet 
stated: “Self-consciousness coincided first of all with the consciousness of one’s reflection, 
with one’s outward representation and visage – I am seen, therefore I am. Identity was created 
by appearances and by public approbation, leading toward the prominence of subject” 
(Melchior-Bonnet 2001:133). The European Baroque’s appetite for visual detail and 
abundance would prove decisive in driving the technical evolution of the mirror toward 
achieving advancements in both clarity and dimension of the reflected image – what the 
philosopher Christine Buci-Glucksmann described as “the great axiom of the Baroque: ‘To Be 
Is to See’” (Buci-Glucksmann 2013:2). Buci-Glucksmann elaborated as follows: 
 
 with this, the baroque eye positions itself from its very beginning within a new 
category of seeing that ascribes an epistemological and aesthetic capacity, an 







Central physical organ of the baroque system, this eye-world is illustrated in the many 
Allegories of Sight throughout sixteenth- and seventeenth-century paintings, from 
anonymous works to those of Miguel March, Brueghel de Velours, Ribera, and 
Rubens. The splendor and omnipotence of sight: such as in an anonymous painting 
from the middle of the seventeenth century in Valencia in which the allegory of sight 
is a woman before a mirror, the painting filled with attributes and objects symbolic of 
sight, an eagle, glasses, a miniature, a painter’s palette, a catalog. The painting is self-
reflexive, intensified by its background in which paintings are reflected in mirrors, 
which, in turn, replicate the woman and her image in the mirror. A painting of a 
painting, mirrors of images, allegorical sight stages Vision itself, the eye of the painter, 
as in Velásquez’s Las Meninas (Buci-Glucksmann 2013:2).  
 
During the latter half of the seventeenth century, the mirror became an increasingly coveted 
artefact, and as such led to the so-called “War of Mirrors”. Juárez Valero described this peculiar 
episode in historical European conflict as follows: “in 1666 a very strange war burst out in 
France, without an army but with soldiers, without battles but with deaths, without generals 
but with a sibylline strategy” (Juárez Valero 2013:12).20 Interestingly, as will be noted later 
with regard to his role in the establishment of an academy of ballet, the King of France, Louis 
XIV, demonstrated a keen interest in the artefact under discussion and had invested 
considerably in Venetian mirrors. Jean Baptiste Colbert, his more-than-capable Finance 
Minister commissioned an espionage plot in 1664 to uncover the secrets of glass mirror-making 
in Venice with the intent of spawning a French industry capable of competing with those 
specimens exported out of Murano Island (see Juárez Valero 2013:13). The French ambassador 
to Venice at the time, Pierre de Bonzi, dutifully convinced a small number of craftsmen with 
more-than-generous earnings and a corresponding social status in France to relocate their trade 
to the Parisian suburb of Saint-Antoine (see Juárez Valero 2013:14). In response, the Venetian 
Ambassador to France, Alvise Sagredo, reported this new enterprise to the Venetian authorities. 
 
20 My trans. Original text: “En 1666 estalló en Francia una extraña guerra: sin ejércitos, pero con soldados; sin 






The evolving conflict ended in 1667 with the  murder of artisans and the return to Venice of 
the remaining defectors. However, within five years the quality of French mirrors had reached 
a sufficient standard to compete with those coming out of Murano Island (ibid.).  
 
With French mirror-making achieving a quality only before then produced in Murano Island, 
Louis XIV commissioned the “Hall of Mirrors” in 1679 for his palace in Versailles using home-
produced specimens.21  
 
When it was finished in November 1684, the Hall of Mirrors featured seventeen huge 
composite mirrors (each made of eighteen squares) in window casements. Placed 
opposite real windows, they reflected the ordered gardens and grounds of Versailles 
in more than 300 panes of mirror glass (Pendergrast 2003:152). 
 
The dimension of each mirror in the Hall of Mirrors reached 40 x 60 inches. Soon thereafter in 
1680, Bernard Perrot, an Italian glass-maker and naturalised French citizen, invented a spilled 
method for achieving even larger mirrors towering more than two metres high (see Pendergrast 
2003; Juárez Valero 2013). However, the splendour of the Hall of Mirrors was incontestable 
in its outrageous coverage featuring pane after pane of looking-glass. A perfect gorging for the 
insatiable Baroque appetite for the image, the never-before-seen grandeur was in perfect 
harmony with the period’s primacy of gaze and the representative aesthetic at Versailles. 
Melchior-Bonnet states: 
 
Everything at Versailles was specular magic, not only the castle reflected in the water 
of the canal, nor the symmetry of an unfolding architecture, nor the repetition of 
gestures in the mirror, but first and foremost all the rules of etiquette by which the 
audience of the courtiers bowed in unison, exchanging curtsey for curtsey, glance for 
glance. The court thought itself a spectacle. Each person wanted to see, to see himself 
 






and to be seen, to be narcissistically bedazzled as all gazes converged upon the eye of 
the Sun King, from whom all light radiated. Ostentatious spectacle augmented royal 
authority and created a theater of reflection bathed in the artificial clarity of 
footlights… (Melchior-Bonnet 2001:147). 
 
An interesting parallel, is that the same King Louis XIV should be responsible for the founding 
of the Royal Academy of Dance in Paris, France in 1661, thereby inaugurating ballet officially 
as a professional discipline. Just as is the case with the spectacle of the court described above, 
dance by its very definition is a projection of corporeal images and would therefore have been 
a fitting discipline for the period. As will become clear in Section 3.2.2 below, the same 
Baroque primacy of gaze that contributed to the evolution of the mirror artefact, can likewise 
be located in the process of formalisation, institutionalisation and professionalisation in dance. 
 
The final objective of both the current and subsequent sections of course is to consider the 
interconnected early history that developed between the artefact and formalised dance practice. 
Accordingly, and just as was presented until this point in relation to the artefact, Section 3.1.2 
below will provide a brief historical account of dance from a European perspective as it relates 
to the origins of ballet – the root of formalised dance practice that heavily influences Danza 
Española (see Section 3.2). Any dancer, I argue, is a cultural manifestation of the historical, 
socio-cultural, philosophical and artistic qualities that surround and precede her – both without 
and within the dance genre she forms part of. Likewise, the historical evolution of the mirror 
informs the contemporary relationship with the artefact that is integral to the genre today. This 
is why both histories – mirror and European formalised dance – are presented to help frame 







3.1.2 European Formalised Dance from the Court Halls to the Theatre Stage 
Considering Spain within the early European context, the Iberian peninsula has recorded 
significant human interaction with dance since prehistoric times – one example being cave 
paintings discovered at La Roca dels Moros dating between 8500 and 7000 BC in Levante, 
Spain  “wherein eight women dance around a piece of game and a nude hunter” (Fernández 
Castro, et al. 2007:157)22. The root of the term “dance” in Latin languages such as Spanish has 
its origin in Rome. The Spanish word “baile” for instance can be garnered from “ballistea, 
ballistorum, where the root syllable bal is implied” (Salazar 1994:51)23. At the beginning of 
the Middle Ages the term balare – meaning the verb “to dance” – can be found in the writings 
of Roman-African philosopher and theologian Augustine of Hippo. As part of the Roman 
Empire, evidently Spain was recognised and admired for its professional dancers. Through the 
writings of the Greek historian Strabo (63 BC – 24 AD), it is evident that as far back as the 
second century BC an Egyptian named Eudoxo ferried dancers from Cádiz – a port city of 
Andalusia, in southern Spain – to perform at Roman feasts (see Ruiz 2007:71–2). These 
“Dancing Girls of Cádiz”, or Puella Gaditanae as they were referred to, were celebrated not 
only for their agile dance movements, but also for both their costumes and the incorporation of 
the percussive instrument castanets (or crusmata baetica in Latin) as part of their 
choreographies (see ibid.). 
 
Its same geographic location positioned Spain as a privileged site in the context of a broad 
socio-political drive in Continental Europe for the development of a uniformed practice for 
dance emanating from the Courts during the late Baroque period. This project of course began 
 
22 My translation. Original text: “en la que ocho mujeres danzan alrededor de una pieza de caza y un cazador 
desnudo” (Fernández Castro, et al., 2007:157) 
23 My translation. Original text: “ballistea, ballistorum, en donde se halla implícita la sílaba radical bal que dará 






earlier during the Italian Renaissance where, as described by dance critics Mary Clarke and 
Clement Crisp, the “seed of ballet is to be found” (Clarke & Crisp 1992:1). An important patron 
to dance and the arts in the 16th Century, the Italian noblewoman Catherine de’ Medici 
continued a strong familial connection to supporting the arts as Queen of France upon her 
marriage to King Henry II (see Clarke & Crisp 1992:3&7). During the reign of her fourth son, 
Henry III, Catherine de’ Medici organised the Ballet Comique de la Reine based on the history 
of Circe24  in 1581 choreographed by Balthasar de Beaujoyeux. A particularly lavish and 
expensive production, it was well documented and consequently has become widely 
bookmarked “as the ancestor of the genre” (Nordera 2007:28) and the first ballet de cour. It is 
important to emphasise what was a similarity in trajectory for dance as a form of cultural 
expression shared with the Spanish courts of the time. As Salazar states: 
 
Henry III ensured that a description of Beaujoyeux was committed to print containing 
the plot, appearance of the dances [...] to serve as a template for foreign courts [... 
W]ithout delay this had repercussions in Spain via the spectacle commissioned by [the 
Queen consort of Spain] Elisabeth of France, daughter of Henry IV […] in Aranjuez 
to celebrate the anniversary of the birthday of her husband, King Philip IV of Spain, 
La Gloria de Niquea [in 1622] (Salazar 1994:116)25. 
 
As marriages between the Italian and French courts – and as will be shown later, marriages 
also between the French and Spanish courts – continued; dance from each territory cross-
pollinated in proportion to the resulting political and economic ties. Therefore a broad web of 
cultural influence was likewise distributed in a give-and-take manner that not only espoused 
 
24 See Abad 2004:24. 
25  My translation. Original text: “Enrique III hizo que se imprimiese la descripción de Beaujoyeux con el 
argumento, aparición de las danzas [...] para que sirviese de modelo a las cortes extranjeras y sin mucho tardar 
tuvo una repercusión en España en el espectáculo que la reina Isabel de Borbón, hija de Enrique IV (tío del anterior) 
mandó hacer en Aranjuez para festejar el aniversario del natalicio de su esposo, el rey Felipe IV. La Gloria de 







the stately allegiances emanating from the courts, but of course the mutual influence between 
local popular forms of dance and their corresponding centres of power during this period (see 
Au 2012; Grut 2002; Salazar 1994; Clarke & Crisp 1992; Cohen & Matheson 1992). Given the 
broader aim of ballet de cour to cater for divertissements and general spectacle, its direct 
association with a modern understanding of ballet is far from cut-and-dried (Nordera 2007:19). 
Huculak Chair Emeritus at the University of Alberta, Andriy Nahachewsky clarified: 
 
Court balls were both participatory ballroom dances of a sort, as well as spectacular 
events  [...] Members of the court were both audience and performers, and dance was 
only one aspect of the entire spectacle (Nahachewsky 2012:157). 
 
That said, dance often took centre stage. Professor and chair of the Dance Department at Nice 
University, France, Marina Nordera has documented that Beaujoyeux reportedly stated of his 
Ballet Comique de la Reine highlighted above: “I have always given the first role and honour 
to dance and the second to substance, which I inscribed in Comique” (Nordera 2007:30). 
Within ballet de cour, what is termed ballet à entrées provides an interesting component part 
when considering the development of dance as a professional staged choreography. It is here 
where the concept of dancers as professionals rather than participants emerged, thereby 
representing an important moment in the history of formalised dance in Europe. Salazar 
clarifies as follows: 
 
In the earliest ballets with a plot, from the Ballet Comique, all dancers were nobles, as 
was the case in La Gloria de Niquea, yet the musicians were professionals. In those 
ballets with a plot that followed, the gents and ladies of the court intermingled with 
professional dancers, just as the dances that were characteristic of nobility alternated 
with those that were characteristic of the joker, each social class represented in dance. 






the professional dancers were those who carried the weight of the work (Salazar 
1994:132).26 
 
The progressive estrangement of the nobles from participating in the great spectacles, 
juxtaposed with the professionalisation of dancers taking command of the representation of 
choreographies, thus forecast that decisive progression from ballet’s origins in the great halls 
to its pointed development on the theatre stage. The Parisian venue Palais-Cardinal is a good 
example of the evolution of the theatre stage as, on the one hand an increasingly elevated 
platform separating professional performers from spectators, and on the other hand an 
increasingly visible platform connecting spectators to the professional performances on show. 
A specialist of the French Baroque, Barbara Coeyman provides a detailed description as 
follows:  
 
Located on Rue Saint-Honore not far from the Louvre, the Palais-Cardinal, as the 
building was first called after Cardinal Richelieu, was begun in 1629, and construction 
was started by Jacques le Mercier in 1637. As the home of the Academie Royale de 
Musique from 1674 until 1763, the hall eventually eclipsed most of those at court in 
popularity, frequency of use and mechanical facilities. […] According to [Henri] 
Sauval, the theatre as Richelieu knew it contained a small elevated stage at one end, 
opposite 27 rows of stone steps running parallel to the back of the room for seating. 
Additional seats were in two balconies flanking each side. […] In 1661 Moliere altered 
the room by knocking out some of the stone steps, remodelling the parterre and the 
two rings of boxes, and expanding and raising the stage. […] In 1674, as the new home 
of the Academie de Musique, the theatre underwent important changes under Lully, 
who directed Vigarani to rebuild the auditorium on a horseshoe plan, as in the Salle 
des Machines, in order to increase visibility of the stage (Coeyman 1990:38–9). 
 
26 My translation. Original text: “En los primeros ballets con argumento, desde el Ballet comique, todos los 
danzantes eran nobles, como en La Gloria de Niquea, pero los músicos eran profesionales. En los ballets con 
argumento que siguieron, los señores se mezclaron con los bailarines de oficio, de la misma manera que las 
danzas de un carácter noble alternaban con las de carácter de bufo, cada clase social en cada danza. Pero ya en 
los ballets `a entrées los caballeros entraban por excepción, mientras que los bailarines profesionales eran 






Considering the “introduction of the proscenium arch in the mid-seventeenth century” (Cohen 
1992:38), Au observed that the “audience’s perception of the dancer began to alter as 
performing conditions changed” (Au 2012: 23). Au stipulated that “more and more, the 
professional’s achievements exceeded the range of even the most accomplished amateur” 
(ibid.). The process of extracting the spectator from a physical presence to occupy something 
of an imaginary presence projecting their emotions onto characters enacted by onstage 
professionals is likewise contextualised by the primacy of gaze of the Baroque period. 
 
Louis XIV’s role in precuring full-body mirrors above was equalled by his starring role in 
curating the professionalisation of dance. After a brief absence from the courts after the death 
in 1643 of Louis XIII – with the noted exception of the carnivals – the history of ballet is 
marked by an important choreography in 1653, Ballet de la Nuit. It was as part of this ballet 
that the then King of France, Louis XIV, at a mere 14 years of age obtained his nickname the 
“Sun King” for his heralded interpretation of the god Apollo (see Craine and Mackrell 2010:38; 
Hilton and Bindig 1981:7; Cohen and Matheson 1992:9). Treading the boards with the young 
king, the Florentine, Jean Baptiste Lully appeared in five different roles during the 13-hour 
ballet. Louis XIV later named the multi-talented Lully compositeur de la musique 
instrumentale of the court, an impressive achievement for the 20-year old dancer, violinist and 
composer. The impetus in Paris for a process of institutionalisation, regulation and 
professionalisation for both dance, in the first instance, and music, later, is understandable. 
 
The professional dancers of the time solicited from the performing arts-obsessed King that he 
form the Royal Academy of Dance in 1661. By 1672, Lully took directorship of the Royal 
Academy of Music before unifying it with its natural companion institution in what became 






The Académie Royal de Musique et Danse would become a true centre of governance 
where all components of opera and ballet were to receive rigorous regulation. So much 
so, without doubt, that, as far as dance is concerned, the same fundamental precepts 
would remain in force to this day; as the defining principles of classical dance or 
academic dance [...] (Salazar 1994:140; see also Foley 2013:43–5)27. 
 
The regulation informing the basic foot positions of classical dance within academies, referred 
to as the five basic positions of the feet, are attributed to Pierre Beauchamps – director of the 
court ballets for 21 years and ballet master at the then newly inaugurated Académie Royal de 
Musique et Danse from 1672 until the death of Lully some 15 years later. This attribution is 
based on the strength of the acclaimed ballet master Pierre Rameau’s 1725 seminal work Le 
Maître à Danser where Beauchamps is directly credited as such (see Rameau/Essex 1728). The 
historical leap both into a regulated academic setting and onto the theatre stage interconnects 
therefore with the parallel evolution of the full-body mirror recounted in the preceding Section 
3.2.1. The following Section 3.2.3 will expand on this pivotal moment where I suggest the 
artefact reached both the dimensions and the quality required to influence the history of 
European formalised dance in the context of transmission. 
 
3.1.3 The Mirror in European Formalised Dance Practice 
It is difficult to pinpoint an exact moment along the historical records where the mirror was 
used eventually as a tool in order to learn dance. Although not specifically utilised for dance, 
the scale of the cabinets de glaces such as the Hall of Mirrors represent an early demonstration 
of the mirror’s potential for full-bodied corporeal guidance. Attendees of court gatherings were 
 
27 My translation. Original text: “La Académie Royal de Musique et Danse será un verdadero centro de gobierno 
donde todos los componentes de una ópera y de un ballet van a recibir una reglamentación rigurosa. De tan gran 
beneficio, sin duda, que, por lo que a la danza se refiere, sus preceptos van a continuar vigentes en el fondo 







increasingly guided by these magnificent mirrors on how better to conduct themselves in the 
world around them; how better to present themselves; how better to be themselves. According 
to Melchior-Bonnet: 
 
Before it invited introspection, the mirror was used to attend to appearances, acting as 
an instrument of social adaptation and harmony. One did not look at oneself in the 
mirror, the mirror that looked at you; the mirror dictated its own laws and served as a 
normative instrument for measuring conformity to the social code. Self-consciousness 
coincided first of all with the consciousness of one’s reflection, with one’s outward 
representation and visage – I am seen, therefore I am. Identity was created by 
appearances and by public approbation, leading toward the prominence of subject 
(Melchior-Bonnet 2001:133). 
 
Accordingly, given that the mirror was readily adopted as a tool for auto-correction relating to 
methods of representation befitting the Baroque, it is not difficult to follow the thread of 
conduct contextualised by the primacy of gaze toward a similar exploitation of the mirror 
relating to the correct embodiment of dance forms that were by this time becoming precise 
regulated modes of cultural expression. All the more, considering how the genre of dance in 
question was borne out of, and became representative of, the same system of protocol for being 
a participant in, and presenting oneself to, the court. This is a theme that would persist 
throughout the history of the court, and by the following century there are records aplenty 
attesting to the connection between dance and courtly conduct. According to choreographer 
and lecturer in Dance Studies at the Universidad Europea de Madrid, Diana Campóo Schelotto: 
 
The link between dance and good manners is a constant theme in treatises published 
throughout Europe during the 18th century, for example Le Mâitre à Danser by Pierre 
Rameau (1725), The Art of Dancing by Kellom Tomlinson (London, 1735), and 
Trattato del Ballo Nobile by Giambatista Dufort (Naples, 1728). In relation to Spain, 






Bartolomé Ferriol y Boxeraus in Naples, Capua and Cádiz in 1745, who confirmed 
that “this ability bears the moniker of a Man of the Courts, and denotes the cradle, 
education, and disposition of the subject”. The ability to dance constituted an element 
of class distinction, that permitted ladies and gentlemen to demonstrate their noble 
status without the need to display a patent attesting to their nobility. On the other hand, 
“...erroneous execution, clumsy movement, a lack of training, emphasis and harmony, 
would be looked down on by the festive assembly as evidence of a rough nature, an 
indecent upbringing, and lowly courtesy” (Campóo Schelotto 2015:158–9)28. 
 
To meet with the demands of the court of Louis XIV, where one’s conduct was regulated by 
the theatrical ideals and fancifulness of the Baroque, dance required institutionalisation to 
satisfy the rigorous aesthetic of the period. Throughout this investigation, my search for a 
reliable source to accurately pinpoint the earliest reference as to the use of the mirror as a tool 
consciously exploited for the formation of the ballet dancer yielded occasionally conflicting 
dates. In a footnote to her article “Reflections on Reflections: Mirror Use in a University Dance 
Training Environment” (2010), the dance practitioner, researcher and academic Shantel 
Ehrenberg noted some of these references as found in extant discourse within dance studies. 
She informs us that:  
 
Two texts claim mirror use started around this time, but precise historical references 
are not given: ‘Ballet dancers, for example, have insisted on practicing before a mirror 
since the middle of the eighteenth century . . . ’ (Foster 1997, p. 253). ‘Since some 
 
28 My translation. Original text: “La vinculación entre danza y buenas maneras es una constante en los tratados 
publicados en toda Europa durante el siglo XVIII, como Le Mâitre à Danser de Pierre Rameau (1725), The Art 
of Dancing de Kellom Tomlinson (Londres, 1735), o Trattato del Ballo Nobile de Giambatista Dufort (Nápoles, 
1728). En España debe mencionarse Reglas útiles para los aficionados a danzar, publicado por Bartolomé 
Ferriol y Boxeraus en Nápoles, Capua y Cádiz en 1745, quien afirmaba que “lleva esta habilidad un mote de 
hombre de Corte y que denota la cuna, la educación, y la disposición del sujeto”. La destreza al danzar 
constituía un elemento de distinción estamental, pues permitía a damas y caballeros demostrar su status 
nobiliario sin necesidad de exhibir sus patentes de nobleza. Por el contrario, “...los errores de su execucion, 
desgarbo en los movimientos, falta de enseñanza, noticia y proporción, harán ser mal mirado a qualesquiera que 
en festiva Assamblea de muestra de una rústica indole, o crianza indiscreta, y menos política” (Campóo 
Schelotto 2015:158–9). Note that Campóo Schelotto twice quotes directly from the 1745 old-Castillian language 







time in the nineteenth century, the mirror has played an ever present partner to the 
ballet student and performer . . . ’ (Bull 1997, p. 272) (Ehrenberg 2010:2). 
 
I argue that both estimations above, and indeed Ehrenberg’s final estimation of “probably 
around the late eighteenth century” (Ehrenberg 2010:2), are conservative. To illustrate, one 
pertinent piece of data was recorded by the internationally recognised dancer, dance historian, 
and Director of Dance at the University of Hawaii specialising in Baroque dance, Sandra Noll 
Hammond, as follows: 
 
Information on the dance studio where François Ballon taught, found among contracts 
and other legal documents of professional dancers, describes it as containing two large 
mirrors and a small one, two armchairs, a gilded wooden plaque, a crystal chandelier 
and four brocaded benches. Dance masters from the period mention the importance of 
mirrors for checking one’s form when practising alone: “I would advise you to stand 
before a glass and move your arms as I have directed, and if you have any taste you 
will perceive your faults, and by consequence mend” (Noll Hammond 2007:70). 
 
To emphasise the full context of the current point of focus, the quoted text by Noll Hammond 
above originates from the previously mentioned publication in 1725 by Pierre Rameau, Le 
Maître à Danser. An additional reference to the “glass” appears elsewhere in that publication 
where a process of auto-correction is again encouraged. Rameau stated: 
 
 [...] though it is said by some, that these Faults are imperceptible in them; but to 
undeceive such Persons, especially those young Ladies who are negligent of 
themselves, let them walk before a Glass, and observe the Manner I have laid down in 
the preceding Chapters, and let them walk carelessly, they will find they have another 
Air, and own, that by holding their Heads upright the Body is more steady, and by 







Already, it would seem to be clear that the use of mirrors as part of the ballet dancer’s training 
existed by the early eighteenth century. That said, this connection would hardly have been 
birthed directly out of Rameau’s text. Coinciding with, first, the documented custom of viewing 
how oneself is in view at court facilitated by the excesses of the cabinets de glaces; second, 
the establishment of an Academy of Dance that emerged out of the court’s socio-cultural 
environment, its appetite for spectacle and development of the theatre stage; I suggest the final 
decades of the seventeenth century played host, at the very least, to a perfect concoction that 
was ready to marry the genre with the artefact – ballet with the mirror in the context of auto-
correction during professional dance training. 
 
Together with these direct references to the (looking) glass from a renowned disciple of 
Beauchamps – so evidently influenced by the early ballet master – the apparent use of two 
large mirrors in François Ballon’s dance studio would further support the view that a reliance 
on the formative power of the mirror was at least tantalisingly possible in the highly-regarded 
dance academies and studios of the late seventeenth century. It has proven difficult to locate 
the exact dates of Ballon’s studio. Noll Hammond, however, emphasised how dancers “often 
came from families that were associated with the performing arts; they trained with their 
parents or with relatives who were professional dancers” (Noll Hammond 2007:70). In turn, 
Francois Ballon’s son, Claude, is better represented in documents of the period as a “celebrated 
Ópera dancer, teacher and choreographer [...] who in 1719 became head of the Académie 
Royale de Danse” (Noll Hammond 2007:70). Perhaps a more relevant date recorded that 
Claude Ballon “joined the Paris Opera in 1690” (Craine & Mackrell 2010:45). Certainly both 
Beauchamps and Francois Ballon were both very active in the late seventeenth century as ballet 
masters, and given the context of the period outlined in this chapter, both would have had 






I argue, therefore, that the use of the mirror as a tool intentionally exploited for the benefit of 
learning and perfecting the dancing body coincided with the professional development of ballet 
some time during the late seventeenth- or, at the very latest, early eighteenth-century. As I have 
stated from the outset in this thesis, classical ballet is threaded through the core of practice in 
Danza Española. The context of both formalised practice and associated mirror use outlined 
thus far informs processes of stylisation throughout the history of Danza Española. The 
following sections explores these links accordingly from both a historical (see Section 3.2) and 
ethnographic (see Section 3.3) perspective. 
 
3.2 A School of Choreography: The Being of Danza Española 
As a dance genre, Danza Española is atypical in its assembly of what is a broad category of 
dance from across a relatively large territory inside Spain, celebrating traditions from specific 
regional folk cultures to continental formalised dance practices. This is examined in Section 
3.2.1 below. Considering my focus on processes of stylisation that are associated with both 
formalised practice and mirror use outlined above, Sections 3.2.2 and 3.2.3 will focus on early 
and recent examples where these facets are most prominent within the Danza Española context 
specifically. Correspondingly, the historical aspects of the two forms classified as Bolero 
School and Stylised Dance where a mutual influence with ballet is particularly conspicuous, 
are examined in relatively more detail. Despite remaining conscious of the lacuna in 
ethnochoreological discourse concerning dance in Spain in relation to Danza Española, an 
exhaustive historical study of the full breadth of the genre would lie beyond the scope of this 
thesis (see Chapter 2). 
 
Additionally, it ought to become apparent during the course of the ensuing paragraphs that the 






Folk Dances within the Danza Española tradition arises more out of the permeation of a 
stylisation influence stemming from the Bolero School and Stylised Dance than out of any 
direct adoption of the artefact beholden to either Flamenco or Regional Folk Dances per se. As 
will be shown in Section 3.2.2 below, the origins of the Bolero School germinated from 
processes of formalised practice throughout the European courts of the Baroque period as 
outlined above. Similarly, the more recent form of Stylised Dance – as already revealed by the 
choice of terminology – shares strong connections with established formalised practice familiar 
to both ballet and the Bolero School, thereby also beholden to the exploitation of the mirror 
during transmission and rehearsal already (see Section 3.2.3). 
 
3.2.1 Toward a Definition of Danza Española 
In my introduction to this thesis I have indicated the Danza Española genre can prove evasive 
to efforts at providing a concise definition. Considering the four forms mentioned above, a 
Danza Española performance might well incorporate period costumes when set to a genre of 
Spanish folk music, or it might just as well incorporate modern costumes when set to the 
repertoire of a renowned Spanish composer of the European tradition. Female dancers are 
predominant in both the conservatory system and the industry at large, however the genre 
blends together female and male performers on stage, and is as much an ensemble dance form 
as it is the realm of the virtuosic soloist. Although stylised movements are a core choreographic 
resource correspondingly danced using ballet-style soft shoes, sophisticated high-heeled hard 
shoe footwork and elaborate broken postures such as the elegant quiebro 29  remain 
characteristic of the genre. All areas of the body capable of articulation are exploited: from the 
fingers (flexed either as a continuation of ornate arm postures, or for the demands of an intricate 
 
29 The quiebro is an overhang posture made from the waist in Danza Española, where the impression of graceful 






performance upon the small percussion accompaniment instrument, the castañuelas) to the toes 
(sometimes angled in a balletic arch, and other times bevelled and readied for a sharp stamp 
toward the floor). As a professional dance genre designed for the theatre stage that requires an 
athletic physical condition, it is primarily performed by young adults, primarily transmitted by 
active professionals and retired performers alike, and primarily assimilated by children and 
teenagers within a strict conservatory system. A brief overview of each dance form is provided 
below: 
 
- The Bolero School as recognised today was formed in the second half of the 
eighteenth century out of one of the oldest folk dances of Spain, Seguidillas, 
and stylised through the influence of ballet from the courts via French and 
Italian dance masters (see Grut 2002). The Bolero School is characterised by 
complex dance techniques, danced predominantly with ballet shoes, and 
married to the use of castanets (or castañuelas) – a small percussion instrument 
made up of two concave hardwood pieces tied together by rope.  
- Regional Folk Dances incorporate many dance genres from all of Spain’s 
autonomous regions. Traditionally, most of the genres from each region of 
Spain would have been performed outdoors (see Fernández Álvarez 1996). 
However, many of them are also immersed within the professional Danza 
Española industry, taught in its conservatories and performed on its stages. 
- Flamenco originated from Andalusia in southern Spain during the eighteenth 
century (see Grande 1995), and consists of three interrelated elements: El cante 
(song); el toque (instrumental playing); and el baile (dance) – a hard-shoe dance 
genre characterised by strong rhythmic stamping techniques. Each province of 






- Stylised Dance is a free-form composition and choreography based on all the 
forms introduced thus far, and has its origins at the beginning of the twentieth 
century (see Mariemma 1997). Typically, it incorporates the castanets also, and 
is performed using Flamenco-style hard shoes or occasional modifications to 
soften the centre arch of the sole thereby catering for foot positions that recall 
those of Bolero and ballet. 
 
Considering, as it were, the sum of its parts, it follows that Danza Española exhibits a complex 
malleability of provenance. Given Mariemma’s prominent role in the formalisation of a 
pedagogical system still used throughout the majority of conservatories in Spain today for the 
instruction of Danza Española, it is worth noting that she does not lay claim to either the term 
or the concept of Danza Española. Mariemma’s system, as will become evident below, is not 
unique, but it encapsulates specific threads of practice that substantiates a more comprehensive 
historical interpretation of the genre – fundamentally, the convergence of European formalised 
dance practice and regional folk dance practice meant for the professional theatre stage (see 
Section 3.2.3). The visual arts journalist, Cristina Marinero, who forms part of the application 
committee currently seeking from the Spanish Ministry of Culture and Sport an official 
declaration of Danza Española (along with the four forms of dance integral to it) as Intangible 
Cultural Heritage, provides a useful summation as follows:30 
 
30 At the time of writing, the application initiated by the Academia para la difusión de la Danza Española for an 
official declaration of Danza Española, along with the four forms of dance integral to it, as an Intangible Cultural 
Heritage is currently awaiting approval. On the 12th of December 2018, the official State gazette Boletín Oficial 
del Estado published the motion put forward by the General Administration of Fine Arts (Dirección General de 
Bellas Artes) on 13th November 2018, confirming that the status of the application is moving through the 
appropriate channels. The Academia para la difusión de la Danza Española was established for the preservation, 
diffusion, and active promotion of the choreographic art that is Danza Española. It is a not-for-profit organisation 
focussed on sustaining, building awareness for, and protecting and regulating the development of the genre. The 
founding members make up a collection of eminent choreographers, directors, instructors, journalists, promoters 
and dancers: Manuel Segovia, Aida Gómez, Daniel Doña, Juan Mata, Mar Mel, Antonio Pérez, Carlos Vilán, 







[…G]estating some five centuries ago, and exuding through its implicit stylisation the 
expression of each of the distinct idiosyncrasies that comprises our country [in 
dance;…] here the term takes on all of its cogency, Danza Española denotes a School 
of Choreography and, accordingly, an Academy [of Dance …] (Marinero 2017).31 
 
Regional Folk Dances co-exist within and outside the genre referred to as Danza Española, and 
originate from all of Spain’s autonomous regions 32  (Fernández Álvarez 1996:142). 
Traditionally, most of the Regional Folk Dance genres would have been performed outdoors, 
and depending on the event or celebration in question, would have had a secular or religious 
function (ibid.). However, many of these same folk dances have continually been adopted by 
the professional Danza Española industry, taught in its conservatories and performed on its 
stages. 
 
Figure 3.1: Map Depicting the Variety of Folk Dances of Spain.33 
 
Two members from this list, Carlos Vilán and Mariló Uguet, are among those various professionals interviewed 
as part of the ethnographic research conducted for this thesis; the latter was one of my own dance instructors at 
the Centro Coreográfico Mariemma.  
31 My translation. Original text: “[…] gestado desde hace cinco siglos y eleva con su estilización implícita la 
expresión de cada una de las diferentes idiosincrasias que conforman nuestro país. […] aquí el término toma 
toda su fuerza, Danza Española identifica una Escuela Coreográfica y, por tanto una Academia […]” (Marinero 
2017). 
32 Since the 6th of December 1978, Spain has been a democracy organised in the form of a parliamentary 
government under a constitutional monarchy. The Spanish State is made up of 17 autonomous communities (or 
self-governing regions) together with two autonomous cities. Autonomous communities are further subdivided 
by provinces, of which there are 50 in total. These very roughly demarcate distinct cultural traditions, such as is 
found in dance. 






Embracing folk dance elements has always been a characteristic of the Danza Española 
tradition. Owing to the close relationship between the history of the Bolero School and the 
wider European formalised dance tradition of ballet (see Section 3.2.4), choreographic 
elements characteristic of various Spanish folk dances have historically found their way into 
the ballet tradition via the Bolero School. Segarra Muñoz listed examples of those dancers of 
the Bolero School who were pioneers in exporting this rich genre to influence the stage 
productions of nineteenth-century Romantic Europe. She states: 
 
Within Romantic sensibilities, the Bolero School – owing to its picturesque quality 
and its strong sense of custom, cultivated by Spanish artists (some of whom were 
internationally famous such as Dolores Serral, Mariano Camprubí, Francisco Font and 
Manuela Dubinon) – signified a trend worth following for the most relevant figures 
of Romantic European ballet (Fanny Elssler, Maria Taglioni, Carlotta Grissi, August 
Bournonville, Lucile Grahn, etc.); and later by Marius Petipa (Segarra Muñoz 
2012:49)34. 
 
Although the Flamenco genre is very much associated with the Andalusia region of Spain, it is 
designated as one of the four forms of Danza Española rather than another part of the Regional 
Folk Dance category. Flamenco’s categorisation within Danza Española may well reflect its 
historical timeframe: unlike other pre-existing regional folk dances that were adopted by Danza 
Española, Flamenco originated and developed both inside and outside the Danza Española 
tradition. The first documented references to Flamenco dance forms emerged in writings by 
native and foreign romantic travellers in the late-eighteenth and nineteenth centuries. José 
Cadalso‘s Cartas Marruecas (written c. 1774) is often cited as the first written use of the term 
 
34 My translation. Original text: “Dentro del sentir romántico, la escuela bolera significó una moda a seguir debido 
a su pintoresquismo y su fuerte sabor costumbrista, siendo cultivada por artistas españoles (algunos de fama 
internacional como Dolores Serral, Mariano Camprubí, Francisco Font y Manuela Dubinon), por las figuras más 
relevantes del ballet romántico europeo (Fanny Elssler, Maria Taglioni, Carlotta Grissi, August Bournonville, 






flamenco (Belloso Garrido 2015:179). Charles Davillier, a French writer and art collector, 
travelled through Spain accompanied by the illustrator Gustav Doré, and together published 
the book Le Voyage en Espagne in the early 1860s. Of added interest are those references to 
the Bolero School in this latter publication, as both forms of course coexisted at this time 
(Perozo Limones 2017:8). That Danza Española would incorporate both dance forms, Bolero 
and Flamenco, is, I would argue, a natural outcome of what was a close relationship during the 
formative years of each. 
 
Figure 3.2: Flamenco Dance at a Café Cantante.35 
 
Exploring Flamenco dance in Seville, Perozo Limones elaborates as follows when considering 
the link between Flamenco and Bolero School in her published article “The Seville School of 
Flamenco Dance and its Relation to the Bolero School”36 (2017): 
 
 
35 Oil painting by Joaquín Sorolla dated 1914 currently held at the Colección Banco Santander titled Baile en el 
café novedades de Sevilla [Dance in the Café Novedades of Seville]. Source: 
https://www.fundacionbancosantander.com/coleccion/es/joaquin-sorolla/baile-en-el-cafe-novedades-de-sevilla/ 
[Access date: 19 February 2020]. 






By the time of the so-called primitive era of flamenco, testimonies appear regarding 
this relationship. Accordingly, in the eighteenth century, folk songs and dances were 
shared among boleros and gypsies [...] What was generated, therefore, was an 
improvisatory exchange of forms and mannerisms that would later radiate through the 
nineteenth-century academies and salons of Seville. It was from these Sevillian 
academies and salons where one of the most acclaimed Bolero dancers of the eighteen-
fifties and sixties emerged: Amparo Álvarez, “La Campanera”. She was considered 
one of the key figures of the fusions that would later shape the flamenco dance. [...] 
Little by little, the Andalusian Boleros broadened their forms in some ways by using 
folk or, more accurately, flamenco bases [...] Such performances solidified in the 
singing cafés; spectacles that permeated the public rehearsals and salons, by now 
considered an obligatory norm to alternate between one flamenco scene and another 
bolero. In this landscape, flamenco dance was configured as such; acquiring its own 
characteristics, some of which were derived from the Bolero School. [...] Definitively, 
the Bolero School, and flamenco dance coexisted from the eighteenth century [...] 
until today, sharing their existence, interrelating and influencing each other 
continually (Perozo Limones 2017:7–8).37 
 
Despite the dual-existence of Flamenco as one of four forms of Danza Española, and as a 
standalone genre in its own right, one manifestation of Flamenco dance is neither necessarily 
antagonistic to, nor readily separable from, the other. Significantly, when reconciling the 
multiple forms that constitute the Danza Española genre, it is interesting to consider the 
following intertwined histories: The stylised dance form of the Bolero School is very much 
 
37 My translation. Original text: “Ya en la llamada etapa primitiva del flamenco aparecen testimonios de esta 
relación. Así, en el propio siglo XVIII, cantes y bailes populares son compartidos por boleros y gitanos [...] Se 
producía, así, un intercambio de formas y actitudes de manera improvisada que posteriormente tendría su 
esplendor en el siglo XIX con las academias y salones sevillanos. Fue en estas academias y salones sevillanos 
donde surge una de las bailarinas boleras más aclamadas de los años cincuenta y sesenta del siglo XIX, Amparo 
Álvarez, La Campanera. Se consideró una de las figuras claves en las fusiones que más tarde configurarían el 
baile flamenco. [...]  Poco a poco, las boleras andaluzas, que de algún modo ampliaron sus formas con bases 
folclóricas o bien flamencas [...] Dichas actuaciones cristalizan en los cafés de cante, espectáculos que 
invadieron los ensayos públicos y los salones, siendo ya una norma obligada de alternar un cuadro flamenco con 
otro bolero. Es en este escenario donde el baile flamenco se configura como tal, adquiriendo unas características 
propias, algunas de ellas derivadas de la Escuela Bolera. [...] En definitiva, la Escuela Bolera y el baile flamenco 
coexisten desde el siglo XVIII [...]  hasta nuestros días, conviviendo, relacionándose e influenciándose 






knitted into the fabric of Flamenco dance at the origin of Flamenco as outlined above; and in 
turn Flamenco dance is very much knitted into the fabric of Stylised Dance at the origin of 
Stylised Dance in the so-called Silver Age of Spanish Culture as discussed further in Section 
3.1.1.2 below. Both absorbing influence from the Bolero School at its origins, and in turn 
inscribing influence on the origins of Stylised Dance in the early twentieth century, the 
Flamenco genre holds a unique place in the pantheon of dance forms that comprise Danza 
Española. 
 
Although a clear-cut definition of Danza Española along established methods of categorisation 
proves elusive therefore, Marinero’s aforementioned suggestion, a School of Choreography, is 
most useful. A consideration of any of the Regional Folk Dances or indeed Flamenco as they 
exist within the multi-form genre of Danza Española and outside it as independent genres 
would seem to support this also. Certainly my own focus concerning dominant historical 
markers that most clearly exhibit a stylisation process through formalised practice in Danza 
Española will bear this out below. Importantly, this type of stylisation in dance is situated 
within a code of formalised practice that utilises the mirror and establishes a core and constant 
element that contributes to the School of Choreography. 
 
3.2.2 Early Stylisation in Danza Española 
The guidance principle evident in ballet transmission when introducing learners to their mirror 
image – just as Rameau’s statement earlier attests: “I would advise you to stand before a glass” 
– is something that is shared with the genre of Danza Española even to this day. The links and 
influences shared between the French, Italian and Spanish courts in particular are documented 
in Section 3.1 above. Undoubtedly dance was very much embroiled in the atmosphere of 






Arte Dramático, Murcia, Elvira Carrión Martín as part of her PhD thesis titled: La danza en 
España en la segunda mitad del siglo XVIII: el bolero38 stated: 
 
The fact that the aforementioned king, Louis XIV, was to wed Maria Theresa of Spain 
– daughter of King Philip IV of Spain, and both passionate for dance – gave rise to 
the establishment of a total connection between each country in the art of dance; 
fomenting a taste for ‘Spanishism’ in France, where dancing came to be performed 
with castanets just as an endeavour to perfect the technique of dances from the Spanish 
court emerged (Carrión Martín 2017:191).39 
 
Considering the institutionalisation of dance in France outlined above, a reciprocal movement 
was activated in Spain upon the coronation of Philip V – Duke of Anjou, grandson of Louis 
XIV, born and raised in the Palace of Versailles – as the first French House of Bourbon King 
of Spain in 1700. Carrión Martín continued: 
 
[Philip V] brought the best French dance masters to [Spain], thereby introducing the 
aforementioned techniques to the dances of the Spanish court, and also considered it 
necessary to establish the study of dance in various official Academies thus putting 
Spain on a par with the advancements of other nations. This is what occurred in Cadiz 
at the Real Compañía de Guardias Marinas; in Cartagena at the Pabellón de la 
Escuadra Real de Galeras; and in Madrid at the Colegio de Nobles de la Corte” 
(Carrión Martín 2017:195–6)40. 
 
 
38 My translation: “Dance in Spain during the Second Half of the 18th Century: Bolero.” 
39 My translation. Original text: “El hecho de que dicho Rey, Luis XIV, esposara con la infanta Mª Teresa, hija 
de Felipe IV de España, grandes apasionados también por la danza, ocasionó que se estableciera una conexión 
total entre ambos países en el arte de la danza fomentando tanto el gusto por lo español en Francia, en donde 
llegaron a bailar con castañuelas, como el perfeccionamiento de la técnica en las danzas de la Corte española” 
(Carrión Martín 2017:191). 
40 My translation. Original text: “[T]rajo a este país a los mejores maestros de danza francesa, introduciendo, por 
tanto, dicha técnica en las danzas de Corte españolas, también consideró necesario establecer en varias Academias 
oficiales el estudio de la danza, igualándose así España a los avances que hacían otras naciones, y así lo hizo, en 
Cádiz para su Real Compañía de Guardias marinas; en Cartagena para las de Pabellón de la Escuadra Real de 







Indeed, the second wife of Philip V, the Italian aristocrat Elisabeth Farnese who, like her 
husband, was a great lover of dance, brought the eminent ballet master, Pierre Rameau, from 
France to the Spanish court. According to Grut: 
 
[Pierre Rameau] was the teacher of Isabel Farnese of Parma, who married Philip V of 
Spain in 1714. Some historians think that Rameau influenced the use of the arms in 
Spanish dance, but the elements described, such as the use of the body with 
épaulement, so entrenched in Spanish dancing, and positions of arms and feet, can be 
found in the dances of Spain centuries before this period. They are typical of some of 
the regional dances in many areas across the country. The influence could thus have 
flowed in the opposite direction, through Spanish dance to ballet (Grut 2012:5–6). 
 
The mutual influence shared across the dance traditions of both countries is therefore quite 
apparent; and, furthermore, the process of institutionalisation for dance was correspondingly 
undertaken in Spain – termed danza de escuela or “schools of dance” – as it had been initiated 
in France without much by way of a delay. Indeed, by the second half of the eighteenth century 
Escuela Bolera, or “Bolero School”, commenced a process of significant evolution.  
 
 
Figure 3.3: Bolero School.41 
 






The Bolero School developed primarily out of one of the oldest folk dances of Spain, 
Seguidillas, and was stylised predominantly through the influence of ballet. Considering its 
place of origin in central Spain, La Mancha, the dance genre is also referred to as Las 
Seguidillas Manchegas. There are references to this within Miguel de Cervantes Saavedra’s 
famous novel The Ingenious Gentleman Sir Quixote of La Mancha among other publications 
from that era around the turn of the seventeenth century (see Grut 2002:13–14). Upon the 
coronation of King Philip V in Spain at the beginning of the eighteenth century cited above, 
developments in ballet within the French courts were enthusiastically introduced to Spain (see 
Section 3.2.3). The corresponding vehicle for the institutionalisation of dance practice fostered 
by the Spanish courts was the so-called Bolero School, as Grut explained: 
 
The dances and the steps were choreographed and taught by teachers in schools and it 
came to be called the Escuela Bolera, or the Bolero school of dance. This created a 
distinctive new tradition. It was this formal tuition that was influenced by ballet, 
through the progression of exercises taught by teachers in schools in daily classes with 
choreographed dances arranged from a specific range of steps. Dances had previously 
developed amongst the people, and were handed down from generation to generation. 
The new dance style comprised dances that need a specific training and technique. 
This required a teacher and daily classes, a special ‘school’ of teaching exercises and 
steps as separate from set dances (Grut 2002:109). 
 
Consequently, the Bolero School is a genre that evolved out of an exchange of dance concepts, 
movements and techniques between existing Spanish folk dances, such as the Seguidillas, 
together with French and Italian influences from the ballet tradition. The cross pollination 
between multifarious dance genres is indeed quite palpable throughout a politically 
interconnected Europe during this fertile period of formalised dance practice. I contend that it 
would not be too far a stretch to consider that the use of mirrors to facilitate the transmission 






earlier documented use of mirrors as part of a pedagogical methodology may have 
accompanied his visit to Spain in his capacity as ballet master too. Even Rameau’s publication, 
cited above, in many ways had its descendant within 20 years in the 1745 text Reglas Útiles 
para los Aficionados del Danzar, that was dedicated to Philip V. In Ferriol y Boxeraus’ own 
words: 
 
 […] I advise that you position yourself in front of the mirror during arm movements, 
in the manner that I have just explained, that for little discernment and taste that you 
possess, the mirror will show the faults, and in consequence you will learn (Ferriol 
y Boxeraus 1745:148–9)42. 
 
This later text plainly references the use of mirrors to aid in the transmission of dance practice, 
and, like Rameau’s earlier publication, it is exploited in particular during the rehearsal of arm 
movements – an aspect of the Danza Española tradition that remains a focal point of the genre 
to this day (see Section 3.2.1). 
 
Certainly the primacy of gaze highlighted in Section 3.1 was just as present in the Spanish court 
as it was in France. During Philip V’s reign as King of Spain – having grown up surrounded 
by the great mirrors at Versailles – he commissioned the construction in 1720 of the Palacio 
Real de la Granja de San Ildefonso in the province of Segovia, North-West of Madrid. The 
design of both palace and gardens are an unequivocal reminder of Versailles. And so too there 
exists a hall of mirrors – admittedly one that pales in comparison to that of Versailles, but 
nonetheless a nod to the primacy of gaze of the era. The indelible connection between the 
evolution of the artefact in courtly contexts of choreographed etiquette and the parallel 
 
42 My translation. Original text: “[…] y aconsejo se pongan delante del espejo a bracear, en el modo que acabo 
de explicar, que por poco discernimiento y gusto que se tenga, el espejo señalará las faltas, y por consiguiente se 






development of academies of dance in France is therefore reciprocated in Spain alike thanks to 
the political climate of the time. Reciprocally, the influence of various high-profile dancers of 
the Bolero School on European dance productions during the nineteenth century has been 
outlined earlier in Section 3.1.1. 
 
A historical figure both fundamental to gaining an insight into the history of ballet and essential 
when relating a full understanding of the history of the Bolero School is August Bournonville. 
He grew up in Copenhagen under the tutelage of his father, Antoine Bournonville, who was 
director of the Royal Danish Ballet in 1816. Matamoros Ocaña is a ballet master at the 
Compañía Nacional de Danza de España in Madrid where her mother, the renowned ballet 
master Carmina Ocaña, taught the Bournonville ballet method before her. She states: 
 
Bournonville developed quite a peculiar love/hate relationship with Danza Española. 
He adored the dedication of the dancers, the innate talent he observed in them as well 
as the dramatic expressiveness in their movements; yet he abhorred the vulgarity 
within some of the exaggerated gestures that occasionally radiated from them – 
something that clashed completely with the rigour and decorum that saturated his 
dance. That being so, he included as part of his ballets all that would interest him – 
which was considerable – and he imitated the Bolero style in many of his 
choreographies (Matamoros Ocaña 2008:52).43 
 
Among the Spanish-flavoured choreographies by Bournonville, La Ventana (1856; literally 
translated to “The Window”) is an interesting example of a so-called mirror dance. 44 
Matamoros Ocaña explained: 
 
43 My translation. Original text: “Con la danza española Bournonville llegó a tener una relación de amor-odio 
bastante peculiar. Adoraba la entrega de los bailarines, el talento innato que veía en ellos y la extrema expresividad 
de sus movimientos; pero detestaba la vulgaridad que a veces irradiaban con sus exagerados gestos, ya que 
chocaban completamente con el rigor y el decoro que empapaban su danza. Aún así, incluyó en sus ballets todo 
lo que pudo interesarle -que fue bastante- e imitó el estilo bolero en muchas de sus coreografías” (Matamoros 
Ocaña 2008:52). 
44 To view a performance of a scene from the La Ventana choreography, readers are guided to a 1977 
performance by the Irish Ballet Company dancers Anna Donovan and Patricia Crosbie featured in the film 







Mirror dances, very popular during this era, consisted of a single piece danced 
symmetrically by a pair of dancers, who dressed and styled the same, attempted to 
represent the dancer and her own reflection, dancing at either side of a frame 
(Matamoros Ocaña 2008:53).45 
 
The context of dance as something executed in front of a mirror during transmission would 
have been well-established to thus become accordingly represented in a nineteenth-century 
choreography. This and other so-called mirror dance choreographies of the period render a 
relationship between dancer and mirror image that reveals a reliance in practice on the artefact. 
Matamoros Ocaña outlined the plot behind the La Ventana choreography as follows: 
 
The story begins when the señorita (as the protagonist is so called) dances with her 
own image in the mirror; until she hears, below her window, her lover’s guitar. She 
launches a lock of her hair as proof of her love for him. As part of the final version – 
from some years later – Bournonville gathered together the couple with additional 
friends who danced in a courtyard (a reconstruction of those Spanish get-togethers 
that fascinated foreigners who visited us), to perform a seguidilla based on that created 
previously by Paul Taglioni set to music, apparently, by the Austrian M. Strebinger 
(Matamoros Ocaña 2008:54).46 
 
The La Ventana choreography serves as an apex in the evolutionary tapestry of early influences 
between both ballet and the Bolero School, with the mirror artefact at centre stage. The Bolero 
School receded into somewhat of a decline soon thereafter toward the end of the nineteenth 
century. As pointed out by Mariemma (1997), Grut (2002), and Gómez Muñoz (2012), the 
 
45 My Translation. Original text: “Las danzas espejo, muy populares en la época, consistían en una misma pieza 
bailada de forma simétrica por dos bailarines, que vestidos y peinados de igual forma, trataban de ser el bailarín 
y su propio reflejo, bailando a ambos lados de un marco” (Matamoros Ocaña 2008: 53).  
46 My translation. Original text: “La historia comienza cuando la señorita (así se llama la protagonista) danza con 
su propia imagen en el espejo, hasta que oye, bajo su ventana, la guitarra de su enamorado, al que le lanza un 
mechón de su cabello como muestra de su amor. En la última versión, de unos años más tarde, Bournonville reunía 
a la pareja y más amigos que bailaban en un patio (a imitación de las reuniones españolas que tanto fascinaban a 
los extranjeros que nos visitaban), y se interpreta una seguidilla basada en la que había creado anteriormente Paul 






Pericet family – from the earliest generation of Ángel Pericet Carmona (1877-1944) to the most 
recent generation – have been fundamental in preserving the Bolero School in Spain throughout 
the twentieth century, most notably through its continued direct transmission. Indirectly, as the 
new Spanish dance form Stylised Dance was gestating with the talent that was Antonia Mercé 
during the early twentieth century, so too was the Bolero School preserved as part of her 
repertoire (see Section 3.2.3). After the Spanish Civil War (1936–1939), Mariemma led a 
resurgence of interest in the Bolero School also through her on stage performances (Mariemma 
1997:81). 
 
Mariemma was an essential advocate of the Bolero School, not only for incorporating the 
genre’s different steps (the boleros, malagueñas, panaderos, etc.) into her choreographies, but 
for incorporating the genre into the official education curriculum of Danza Española. This is 
emphasised in no small part by the fact that a breakdown of the Bolero School syllabus alone 
is included inside her published dance treatise concerning Danza Española: Mariemma. Mis 
caminos a través de la danza. Tratado de Danza Española.47 She was taught Bolero School at 
the Paris Opera by the renowned Valencian dancer, master and choreographer Francisco 
Miralles who enjoyed huge success throughout Europe as “lead dancer of the St. Petersburg 
Opera after his resounding triumphs in Paris” (Mariemma 1997:80).48 The Bolero School form 
remains an integral part of the repertoire of the National Ballet of Spain, among other Spanish 
professional dance companies today. Indeed my series of ethnographic interviews relayed in 
Section 3.3 below with members of the National Ballet of Spain were conducted largely during 
rehearsals of the Bolero School. Accordingly, as a primary example of early stylisation that 
continues to define the Danza Española genre, the origins of the Bolero School coincide with 
 
47 My translation: “Mariemma. My Pathway through Dance: A Treatise on Danza Española.” 
48 My translation. Original text: “primer bailarín de la Ópera de San Petersburgo tras su triunfo clamoroso en 






the establishment of a European-wide distribution of the mirror artefact and institutionalisation 
of formalised dance practice.  
 
3.2.3 Modern Stylisation in Danza Española 
Stylised Dance is the youngest of the four forms of Danza Española that emerged in the early 
twentieth century, and represents modern processes of stylisation in the history of Danza 
Española. As was the case with the Bolero School, Stylised Dance also enjoyed a direct 
connection to the European ballet tradition. Stylised Dance defines dominant characteristics of 
the broader Danza Española genre to this day, in not only how all dance forms are practiced, 
but also (and perhaps in many ways owing to) how these dance forms are transmitted as part 
of formalised training. This latter project was fomented by the official pedagogical system 
designed by Mariemma during the second half of the twentieth century, but was one structured 
on a professional practice devised by Antonia Mercé during the first half of the twentieth 
century (see Cabrero 2010). Stylised Dance is defined in Mariemma’s treatise as follows: 
  
For me, Spanish Stylised Dance is the free composition of choreographed steps based 
on folk dances, flamenco, and Bolero School. The composition of these dances, once 
knowledgeably created with lyrical sensibility and a profound understanding of the 
three basic forms of Spanish dance (those being Bolero School, Flamenco School, and 
Regional Dances), constitutes the fourth form – what could be the greatest artistic 
manifestation of Spanish dance (Mariemma 1997:97).49 
 
 
49 My translation. Original text: “Para mí, la Danza Española Estilizada es la libre composición de pasos de 
coreografías basadas en bailes populares, en el flamenco y en la Escuela Bolera. La composición de estas danzas, 
si se hace sabiamente, con sensibilidad musical y con un conocimiento profundo de las tres formas básicas del 
baile español, esto es, la Escuela Bolera, la Escuela Flamenca y los Bailes regionales, constituye la cuarta forma, 






In pedagogical terms, the very process of stylisation is interpreted above as a unifying force 
that aids in coalescing Danza Española into a singular, though multi-faceted, genre. This 
understanding as developed by Mariemma was influenced greatly by Antonia Mercé, better 
known as “La Argentina”, one of the most prominent and influential dancers of the early 
twentieth century (Bennahum 2000). 
 
Figure 3.4: Antonia Mercé, “La Argentina”.50 
 
Just as Mariemma repeated later, La Argentina travelled through the villages of Spain gathering 
various folk dances as she went, many of which she would reinterpret and stylise as per her 
classical ballet formation. Bennahum introduced Antonia Mercé as follows: 
 
Antonia Rosa Mercé y Luque (1888-1936), or “La Argentina”, as she was generally 
known, was the most celebrated Spanish dancer of the early twentieth century. 
Adopting as her professional name the country of her birth [...] In 1890, at the age of 
 







two, she was taken to Spain by her parents, dancers on tour. Her mother was a premiér 
danseuse at Madrid’s Teatro Real, and her father was its principal ballet master. She 
was trained by him from age four, joined the company at age nine, and was appointed 
premiér danseuse at age eleven. In 1910, after a long trip through southern Spain with 
her mother, where Argentina began to study flamenco dance and Gypsy life with 
Sevillian Gypsy women [...] (Bennahum 2000:1). 
 
A number of factors contributed to La Argentina’s stylised embodiment of Danza Española: 
her formalised training in ballet from an early age; the enthusiasm with which she conducted 
her extremely broad and varied ethnographic travels through Spain; and indeed, the avant-
gardist climate of the early twentieth century that bred an appetite for the unconventional 
(Calinescu 2006). Coinciding with the aforementioned Silver Age of Spanish Culture, La 
Argentina became a principal protagonist in dance within a broader creative environment that 
included future collaborators from neighbouring disciplines that facilitated or even augmented 
her unique trajectory. As Bennahum summarised: “From Paris and from her world tours, 
Argentina’s lifelong correspondence with the Spanish vanguard -Manuel de Falla, Federico 
García Lorca, Enrique Granados, Néstor de la Torre, Joaquín Nín, and Gregorio Martínez 
Sierra and María Sierra- establishes her importance to modernist Spanish art, both in Paris and 
worldwide” (Bennahum 2000:2; see also Murga Castro 2017:26). 
 
This environment led to La Argentina’s complex work debuted in Paris accompanied by the 
renowned avant-gardist Flamenco dancer Vicente Escudero, El Amor Brujo. Bennahum 
described this as follows: 
 
Argentina’s 1925 production of El amor brujo provided a bridge between the 
Romantic ballet of 1840s, as performed on the stages of the Teatro Real de Madrid 
and the Paris Opéra, and the modernist experimental theater of 1920 Paris. Her El 
amor brujo connected the romanticism inherent in the French ballet technique and the 






renowned Romantic ballerina Fanny Elssler. Through using innovative modernist set 
and costume designs, Argentina joined the Parisian and Madrid-based avant-garde 
movements. The result became a work that could be defined as both modern and 
Spanish (Bennahum 2000:77). 
 
On the strength of this work, La Argentina was sufficiently motivated to form her own dance 
company “Ballets Espagnols” – similar in concept to the renowned Ballets Russes but with a 
clear Danza Española style. Ballet Russes of course achieved ground-breaking international 
success between 1909 until 1929 as a firebrand ballet company that commissioned talents from 
a cross-section of twentieth-century innovators from multiple fields of the arts (see Clarke & 
Crisp 1992:98–134). Contemporary with the Ballets Russes, the apparent influence on La 
Argentina was both inevitable and a natural outcome of the creative collaborative fervour in 
Paris of the 1920s. Lecturer at the Department of Art History in the Universidad Complutense 
de Madrid who trained in ballet at the Royal Academy of Dance, Idoia Murga Castro 
highlighted where this reconnection was not merely consigned to Paris but instead spilled 
beyond the cultural milieu of the city during an era where large international touring stage 
productions were mobilised: 
 
The year 1916 is considered a turning point in the history of Danza Española, thanks 
to, fundamentally, the catalyst effect that the first tour of Sergei Diaghilev’s Ballets 
Russes supposedly had. Arriving in the month of May from the United States on the 
invitation of Alfonso XIII during the height of developments in World War I, they 
performed in Madrid and San Sebastian with new stage sets inspired by the Oriental 
and the Slavic, in works such as Scheherezade, The Firebird and Petrushka; but also 
inspired by post-romantic references in Les Sylphides and Le Spectre de la rose 
(Murga Castro 2017:38–40).51 
 
51 My translation. Original text: “El año 1916 se ha considerado un punto de inflexión en la historia de la danza 
española gracias, fundamentalmente, al proceso catalizador que supuso la primera gira de los Ballets Russes de 
Sergei Diaghilev. Llegados en el mes de mayo procedentes de Estados Unidos, habían sido invitados por Alfonso 
XIII en pleno desarrollo de la Primera Guerra Mundial y actuaron en Madrid y San Sebastián, con novedosas 







In turn, the ballet company was attracted to Spanish culture, thereby spawning exciting 
collaborations between Spanish visual artists, musicians, intellectuals and dancers. Specialist 
in twentieth-century Spanish music and dance, and professor at the Universidad de Oviedo, 
Beatriz Martínez del Fresno outlined some prominent examples as follows: 
 
Without ignoring other works of a Spanish theme brought to stage by Diaghilev’s 
company – among those Las Meninas and Cuadro Flamenco – it is fair to note that 
Le Tricorne, a ballet debuted in London in 1919, was the principal artistic achievement 
that had arisen out of the collaboration between Russian and Spanish creatives. It was 
based on the first version of a pantomime El Corregidor y la Molinera, adapted to a 
ballet by María Lejárraga and Manuel de Falla on the request of Diaghilev, complete 
with set design by Picasso and choreography by Massine (Martínez del Fresno 
2016:53).52 
 
In this environment of collaboration and cross-cultural exchange – reminiscent of the Baroque 
period discussed in the previous section of this chapter – the unique amalgamation of influences 
coming from both modernist and folk strands set La Argentina aside as a performing artist of 
note. It also produced a spectacular concoction that seemed to connect with both audiences and 
critics, be they Romantics or avant-gardists alike. The Russo-French critic, André Levinson, 
eventually authored a book titled “La Argentina: A Study in Spanish Dancing” (see Levinson 
1928). His unabashedly positive critique of La Argentina was met with an element of 
scepticism occasionally. In a New York Times article surrounding La Argentina’s 1928 
 
Petrushka, pero también de referencias posrománticas, como Las Sílfides y El espectro de la rosa” (Murga Castro 
2017:38-40). 
52 My translation. Original text: “Sin olvidar otras obras de temática española llevadas a la escena por la compañía 
de Diaghilev –entre ellas, Las meninas y Cuadro flamenco– es bien sabido que Le tricorne, ballet estrenado en 
Londres en 1919, fue el principal logro artístico surgido de la colaboración entre creadores rusos y españoles. Se 
basó en una primera versión pantomímica titulada El corregidor y la molinera, adaptada como ballet por María 
Lejárraga y Manuel de Falla a requerimiento de Diaghilev, con decorados de Picasso y coreografía de Massine” 






performance, reporter and dance critic John Martin noted as much before capitulating upon 
witnessing two performances first hand: 
 
When Andre Levinson wrote rhapsodically of La Argentina in a recent issue of 
Theatre Arts Monthly there was an ignoble suspicion in the minds of some that Jove 
had nodded and scholarly impersonality had fallen before an attack of enthusiasm that 
facts could never substantiate. In the meantime La Argentina has come among us; and 
M. Levinson’s critique assumes a totally different character; it becomes nicely 
restrained, judicial and self-contained. The truth of the matter is that a simple recital 
of the facts of Mme. Argentina’s art under the most unimpassioned analysis must 
sound like a eulogy (Martin 1928:X11). 
 
Unfortunately, Antonia Mercé did not enjoy a long life, and died from suspected heart failure 
in Bayonne, France, at the young age of 46 in 1936 (Marinero 2016b). Although an illustrious 
career was cut short, the importance of her development of the Stylised Dance form continues 
to this day. I recall my own training at the Centro Coreográfico Mariemma with the constant 
image of La Argentina embossed on the walls of the dance studios. Mariemma, together with 
her contemporary Antonio Ruiz Soler are often credited as “the principal source to nourish this 
discipline through its process of configuration as an independent genre beyond the 1940s” 
(Segarra Muñoz 2012:59). Segarra Muñoz continued: “We owe it to them that Spanish Stylised 
Dance would achieve in less than two decades a specific choreographic language, a repertoire 
unto its own, and a greater international appetite for Bolero School and Flamenco” (ibid.).53 
Mariemma’s pedagogical system facilitating the dissemination of this choreographic language 
is of principal interest to this thesis given my focus on the formation of the Danza Española 
dancer.  
 
53 My translation. Original text: “[E]llos fueron la principal fuente de la que se nutrió esta disciplina en su proceso 
de configuración como género independiente a partir de los años cuarenta. A ellos les debemos que la danza 
española estilizada consiguiera en menos de dos décadas un lenguaje coreográfico específico, un repertorio propio 







Figure 3.5: Mariemma and the Mirror.54 
 
Guillermina Martínez Cabrejas – better known as Mariemma – was born in 1917 in the Spanish 
village of Íscar, Valladolid; and died in 2008 in Madrid. At the age of two she moved to Paris 
with her family. Soon thereafter, at nine years of age, she enrolled with the Théâtre Châtelet. 
There she formed part of the so-called Petits Rats. She rose in the ranks and within three years 
under the tutelage of Sascha Guitri she was given the title of “Little Star of the Châtelet” (see 
Cabrero 2010). She studied classical ballet under Madame Gontcharova, and Bolero School 
under Master Francisco Miralles – director of the Paris Opera and a native of Valencia, Spain. 
She also studied regional folk dances and Flamenco, as well as contemporary dance under a 
protégé of Isadora Duncan (see Mariemma 1997). 
 
At some point after Mariemma’s “Little Star” status, her mother withdrew her from the Théâtre 
Châtelet, where it is implied in Daniel G. Cabrero’s 2010 film documentary, titled My Paths 
 






Through Dance: A Documentary about the Dancer and Choreographer Mariemma, that there 
was a strong desire by her mother to maintain a firm link more so with Spanish dance than with 
classical ballet (see Cabrero 2010). A disappointed Mariemma soon came to understand this 
apparently rash decision. Upon Antonia Mercé’s performance in the Ópera Comic in Paris, 
Mariemma was brought to see the star on stage. Mariemma’s mother was quick to whisk the 
young dance-enthusiast away before the end of the performance to await the return of La 
Argentina to her dressing room for an introduction  (see ibid.). Mariemma’s path was laid clear 
before her from that moment: La Danza Española. 
 
In 1934, at the age of  17  Mariemma embarked on an ethnographic trip through Spain, province 
by province, collecting riches from a broad variety of dance as she went (see Mariemma 1997); 
just as Antonia Mercé had completed before her (Mariemma 1997:86). During personal 
communication in February 2020, Carmen Luzuriaga confirmed that rather than otherwise 
recording these dances, Mariemma retained the collected knowledge internally and integrated 
the forms as part of her own choreographies for on stage performances (personal 
communication 2020). In her dance treatise Mariemma recalled: 
 
I incorporated these dances into the concerts, and later in my ballets: the Basque 
dances, those from Cataluña, Santander, Ibiza, the Portuguese fandangos, popular 
Asturian dances that I witnessed in Somió, and those of the Virgin of Magdalene in 
Avilés (Mariemma 1997:85).55 
 
The beginning of the Spanish Civil War in 1936 motivated Mariemma to return to Paris. 
Unfortunately, the supposed safety of France was soon eroded by the outbreak of World War 
 
55 My translation. Original text: “Estos bailes los incorporé en los conciertos, y después en mis ballets: los bailes 
vascos, catalanes, santanderinos, ibicencos, los fandangos portugueses, bailes populares asturianos que contemplé 






II. Upon returning to Spain she discovered that Danza Española had by this time been relegated 
to vaudeville. This contrasted significantly with her experiences of the genre outside Spain 
where Spanish dance was considered a highly regarded art form. She set about recuperating 
and disseminating Danza Española throughout the great concert halls of Spain. She was prolific 
as a performer, choreographer, and ballet director. She demanded the highest production 
standards and collaborated with the finest music artists of the period. From 1940 she retained 
the master pianist Enrique Luzuriaga as accompanist throughout her full career. By 1955 she 
had formed her first dance company Mariemma Ballet de España and earned widespread 
acclaim on the international stage across Europe, the United States and Japan as becomes clear 
when viewing the many critical reviews stored at the Mariemma Museum (see also Mariemma 
1997). Mariemma accumulated multiple national and international awards throughout her 
professional career,56 and many of her solo and ensemble choreographies are maintained as 
part of their core repertoire to this day. 
 
Since the 1960s Mariemma had been teaching dance and forming schools of dance in both her 
professional home of Madrid and her native province of Valladolid. Notably, from 1969 she 
directed the Danza Española programme at the Real Escuela Superior de Arte Dramático y 
Danza in Madrid – what is today known as the Real Conservatorio Profesional de Danza 
Mariemma – and subsequently was appointed Professor in Danza Española in 1973 before 
becoming Vice-Director of the School in 1978, and eventually Director in 1980. Upon retiring 
as Director in 1985, Mariemma founded the Centro Coreográfico Mariemma in Madrid to 
continue – with greater freedom in design – what has become her most celebrated achievement; 
a pedagogical system that is used throughout most conservatories of Spain to this day. All of 
 
56 For example, La Medalla de Oro al Mérito de las Bellas Artes (The Gold Medal Award for Merit in the Arts) 
bestowed by the King of Spain in 1981; Le Chevalier de L’Ordre des Arts y Lettres bestowed by the French 
Ministry of Culture in 1996; and she was celebrated as one of the “Seven World Divas” at the Le Divine 






these achievements have earned her the honour of having streets named after her in both the 
village of Íscar and the main city of Valladolid. In 2002 Mariemma donated her artistic legacies 
to her native village; including 150 costumes, personal effects, castanets, and awards. These 
are housed to this day in the Mariemma Museum in Íscar, which was launched in 2007, roughly 
a year before Mariemma’s death on the 10th June, 2008. 
 
Before moving beyond this biographical section, it is important to relay in some more detail an 
interchange significant in its echo of the earlier exchange that occurred between the Ballet 
Russes and Danza Española in relation to Antonia Mercé above. I include it here on the one 
hand to serve as an indicator of the continued presence of Danza Española within European 
formalised dance practice throughout the twentieth century, and on the other hand to emphasise 
Danza Española as an established independent genre within this context. In his autobiography, 
Antonio Ruiz Soler stated: “Massine contacted me to perform in Le Tricorne and so I searched 
for the best dancer of the day, who was Mariemma” (Ruiz Soler in Arriazu 2006:133).57 
Leónide Massine was a prolific choreographer and dancer from Russia. He was invited by 
Diaghilev to join the Ballet Russes, and from 1916 to 1921 Massine acted as choreographer 
overseeing an output that was often “based on Spanish or Italian events” (Salazar 1994:229).58 
Midway through his tenure Massine debuted his original production of Le Tricorne to great 
success in London in 1919. Ruiz Soler above is recounting the 1953 production of this 
emblematic work. Incidentally, the period of my ethnographic fieldwork at the Ballet Nacional 
de España in May 2016 discussed below coincided with a homage to Antonio Ruiz Soler that 
included a performance of El Sombrero de Tres Picos (the Spanish translation title for Le 
Tricorne). 
 
57 My translation. Original text: “Massine se puso en contacto conmigo para hacer la representación de El 
sombrero de tres picos y yo busqué a la mejor bailarina del momento, que era Mariemma.” (Ruiz Soler in Arriazu 
2006:133). 






In preparation for the original 1919 production, Diaghilev, Massine, together with renowned 
Spanish composer Manuel de Falla toured Andalusia “to study the environment and obtain 
directly those indispensable musical and choreographic elements” (Cortés Cavanillas 
1953:15). 59  For the 1953 production, Massine now had the direct input of the most 
representative exponents of Danza Española, inexorably provoking a three-way exchange of 
influences. Marinero provided more detail regarding the dynamic outcome of this meeting as 
follows: 
 
[...] Leonide Massine’s choreography is regarded as the first Spanish ballet, Le 
Tricorne (Manuel de Falla, 1919). This, however, was not entirely “Spanish”, and 
concerning Massine’s work it was correctly stated at the “Spain and the Ballets Russes” 
congress by Mariemma – words endorsed by Antonio – that in reality what we had 
here was “a fantasy about Spanish dance”. For this reason, during their performances, 
both modified the solos that were composed for the choreography of Diaghilev’s 
Ballet Russes, altering steps and attitudes in favour of those authentic to our dance. 
Out of this historic, artistic meeting and contact with Massine, an energy emerged 
within each [of the Spanish dancers] to form their own dance companies; an 
indispensable precondition for the creation of grand ballets (Marinero 2016a:6–7).60 
 
Although the process of stylisation stemming from European formalised practice is a core 
element in the choreographic treatment of all forms of Danza Española, the multi-form genre 
very much remains part of the broader cultural fabric that constitutes dance in Spain. That is, 
Danza Española remains inexorably attached to the cultural context of its own geography. It is 
 
59 My translation. Original text: “[…] para estudiar el ambiente y obtener en forma directa, los elementos 
musicales y coreográficos indispensables” (Cortés Cavanillas 1953:15) 
60 My translation. Original text: “[L]a coreografía de Leonide Massine considerada como el primer ballet español, 
El sombrero de tres picos (Manuel de Falla, 1919). No era ésta, sin embargo, completamente “española” y, como 
decía con acierto Mariemma sobre la obra de Massine en el Congreso España y los Ballets Rusos (1989), palabras 
que Antonio refrendó, en realidad se trataba de “una fantasía sobre el baile español”. Por eso, para aquellas 
representaciones, ambos modificaron los solos ideados por el coreógrafo de los Ballets Rusos de Diaghilev, 
cambiando pasos y actitudes por los auténticos de nuestra danza. De aquella reunión artística histórica y el 
contacto con Massine, surgió la energía para que ambos quisieran formar sus propias compañías, requisito 






important to note therefore that Danza Española is not a fusion genre, but rather a national 
School of Choreography that is also inexorably linked to European formalised dance practices 
(see above). Mariemma’s concept of ballet is revealing in this regard, where she preferred the 
term “universal academic dance”. And although universal academic dance underpins all forms 
of Danza Española, the process of stylisation it invokes is an integrated characteristic that 
relates specifically to Danza Española. Indeed, Mariemma declared of Manuel de Falla’s music, 
together with that of Isaac Albéniz and Joaquín Turina, that it “showed us the way […as] a 
universal music61 with our accent”62 (Mariemma 1997:99) – perhaps serving as a summation 
of Mariemma’s aspiration for Danza Española when setting her choreographies to their 
compositions. 
 
Mariemma pioneered the inclusion of a classical dance instructor as a member of her own 
Dance Company. Carmen Luzuriaga, niece of Mariemma’s long-term collaborator, the master 
pianist Enrique Luzuriaga, was the lead dancer and repetiteur of Mariemma Ballet de España 
from the early 1960s. She recollected that: “Mariemma was the first who as part of her own 
dance company, upon founding it – which was around the year 1955 when she founded her 
dance company – incorporated an instructor of classical dance for the troupe. The first in Spain” 
(Luzuriaga in Cabrero 2010).63 This would contribute to a fundamental difference between the 
terms “bailarina” and “bailaora” that is common among the dance community in Spain when 
referring to Danza Española versus Flamenco dancers as follows:  
 
 
61 In both the context of Mariemma’s previous terminology (referring to classical ballet as “universal academic 
dance”) and the context of the named composers from the Western art tradition herein, one can assume that 
Mariemma more than likely is invoking European classical music by her use of the term “universal music”. 
62 My transaltion. Original text: “nosh an marcado el camino […como] música universal, pero con nuestro 
acento” (Mariemma 1997:99). 
63 My translation. Original text: “Mariemma fue la primera persona que en su propio ballet, cuando le tuvo – 
que fue hacia los años 55 cuando formó su ballet – llevó un profesor de clásico para el ballet, la primera en 






- “Bailarina”: A Danza Española dancer who incorporates a formalised stylisation of the 
body rooted in classical ballet and evident throughout all four dance forms, including 
Flamenco.   
- “Bailaora”: A dancer who specialises in Flamenco as an independent dance form 
without a conscious influence of classical ballet or established process to incorporate a 
formalised stylisation of the body 64.  
 
Differences in terminology similar to the above often expose divergent interpretations of what 
is a shared past. Another example of this in Spain can be found in the heedful application of 
two terms for the word “dance” as follows: “danza” and “baile”. The former term carries 
formalised stylisation connotations originally associated with the aristocratic or noble classes. 
The latter term carries folk connotations associated with regional places and popular culture. 
Salazar traced this distinction to the Renaissance (see also Chapter 2): 
 
The danza alta [literally “high dance”] is that of folk culture, where the feet are raised 
and strike the floor in rapid movements that are occasionally violent: more accurately 
termed ballo. The danza baja [literally “low dance”] is that of the nobles, gliding, 
where the heavy outfits of the ladies and tight attire of the gentlemen did not permit 
muscular flexing: more accurately termed danza (Salazar 1994:92).65 
 
Interestingly, Flamenco, even to this day, has not been commonly associated with the term 
danza in Spain. This corresponds with Salazar’s equation above owing, one can only assume, 
 
64 This distinction, like most categories within living traditions, is of course neither rigidly adhered to and not all 
dancers comfortably affiliate themselves with one or other definition. Contemporary Flamenco dancers such as 
Rocío Molina and Olga Pericet, although unmistakenly of the Flamenco tradition and who identify as bailaoras, 
employ their conservatory training in Danza Española as part of their innovative and vanguardist exploration of 
the Flamenco tradition. 
65 My translation. Original text: “[L]o popular es la danza alta, en la que se levantan los pies y se golpea el suelo 
con movimientos rápidos y a veces violentos: el ballo, propiamente dicho. Lo señorial es la danza baja, resbalada, 
en la que los pesados ropajes de las damas y los tan ceñidos de los caballeros no permiten la agitación muscular: 






to both its connection to popular folk tradition and its obvious energetic striking to “the floor 
in rapid movements that are occasionally violent” (ibid.). As part of their brief, the current 
offering throughout the professional conservatory system in Spain likewise denominate the 
specialism in Flamenco as “Baile Flamenco”. Consistent with the terminology conventions, 
specialisms on offer in classical dance or Danza Española retain the “danza” label. 
 
It is curious to note an anomaly – and not quite a reversal – in this regard when referencing 
Mariemma’s use of terminology. To contextualise in the first instance, she seemed at strain to 
emphasise the equilibrium across all four forms of Danza Española against the backdrop of the 
popularity of Flamenco: 
 
We attend to a supposed polemic now on the artistic supremacy of flamenco over the 
remaining disciplines that comprise the full composition of Danza Española. Nothing 
can be further removed from reality. The artists of Danza Española love and admire 
flamenco in the same mode as the rest. The pejorative means by which the supremacy 
of flamenco is sustained signifies solely a misapprehension of the Hispanic field of 
reference in the art of dance (Mariemma 1997:94).66 
 
These reservations notwithstanding, Flamenco is established as a singular form within Danza 
Española. Quite obviously vehemently opposed to an exaltation of Flamenco above the other 
forms of Spanish dance; neither is it subsumed within Regional Folk Dance for instance. 
Evidently Mariemma considered it different to the regional folk dance category within a Danza 
Española context. Curiously, her use of terminology when designating Flamenco as a 
standalone form does not coincide with the established nomenclature highlighted above. 
 
66 My translation. Original text: “Actualmente asistimos a una pretendida polémica de la supremacía artística del 
flamenco sobre el resto de las disciplinas que componen el abanico de la Danza Española. Nada más lejos de la 
realidad. Los artistas de la Danza Española amamos y admiramos el flamenco de igual modo que al resto. La 
forma peyorativa con que se intenta sustentar la supremacía del flamenco significa únicamente un 






Instead of “Baile Flamenco”, Mariemma termed it “Escuela Flamenca” (or Flamenco School) 
– in a similar vein to “Escuela Bolera” (or Bolero School) (see Mariemma 1997). Flamenco’s 
history is particularly intertwined with that of both the Bolero School and Stylised Dance with 
a provenance that is neither clear-cut with regard to the baile/danza dichotomy. Accordingly, 
from a Danza Española perspective at least, Flamenco encapsulates a peculiar space where 
both bailarinas and bailaoras reside. Perhaps the strong influence Flamenco returned to the 
overall Danza Española tradition during the emergence of Stylised Dance retrospectively 
contributed to this understanding also where a process of converging, rather than diverging 
histories materialised. 
 
Significantly, the process of stylisation discussed in relation to Danza Española requires a 
particular setting for correct assimilation and uniformed formation conducive to the rigours of 
formalised practice. The mirror, for instance, has long been a mainstay within the context of 
the ballerina in ballet as it has for the bailarina in Danza Española. The artefact does not of 
course define the practice outright: after all, ballet and Danza Española are categorically 
different genres. However, its ubiquity would imply that the mirror does have a significant 
bearing on the final result of how these genres are each defined. As part of my fieldwork 
relating to the Danza Española experience specifically, the following section relays various 
ethnographic insights that help construct a deeper understanding of mirror use within the genre 
– and interestingly, a very particular approach to mirror use propagated by Mariemma’s system 
of pedagogy. 
 
3.3 An Ethnography of the Danza Española Experience 
The following sections approach the above reflections on histories from an ethnographic 






3.1 as well as its coinciding with both the formalisation (through institutionalisation) and 
professionalisation (for the theatre stage) of ballet; and, on the other hand, presenting the 
historic development of both early and modern processes of stylisation in Danza Española in 
Section 3.2 in reference to the previous statement; I will now evaluate briefly the reliance on 
the mirror signalled by the former and latter statements herein. That is, the shared origins 
(through ballet) of formalised dance practice in front of the mirror, contextualised by specific 
contemporary (relating to Danza Española) processes of stylisation found in conservatory and 
industry contexts. 
 
3.3.1 Framing the Mirror in Danza Española 
The below consideration of the broader historical versus particular contemporary contexts of 
the mirror as a salient tool used for the transmission of Danza Española has been gleaned 
directly from my ethnographic fieldwork. That ballet so informs Danza Española and vice versa 
historically speaking, it should come as no surprise that professionals from either genre might 
become professionally involved with each other today also. I will introduce some interviewees 
in that regard as this arises below. To emphasise, my focus remains firmly fixed on the Danza 
Española tradition in this thesis while acknowledging the fundamental connection it enjoys 
with ballet throughout its history. Though the contents of this section might suggest that 
deviations probably exist between ballet versus Danza Española dancer experiences in relation 
to body identity and body motion, I do not expand on the details of the former experience. 
 
It is important to observe the multi-form genre of Danza Española as this relates to both the 
place of the artefact in the origins of each form as well as the corresponding levels of visual 
reference to the mirror image in each case. Concerning the first observation, not only were the 






developments that embedded the Bolero School deep within the kind of formalised dance 
practice that coincided with the distribution of the full-body mirror (see Section 3.2.2). Both 
genres neither shared an aesthetic function exclusive to the theatre stage as found with regard 
to the origins of Stylised Dance (see Section 3.2.3). Concerning the second observation and 
notwithstanding the many presentations of individual Regional Folk Dances and Flamenco on 
theatre stages today, a great many traditional performance contexts relating to Regional Folk 
Dances in particular (often danced in the centre of village squares for example) and indeed 
Flamenco (where the specified floors laid out in café cantantes or raised stages present in 
tablaos do not always mimic a theatrical blueprint) 67  provide multiple points of visual 
reference at odds with the full-frontal proscenium in terms of lines of sight. 
 
To emphasise again, within the Danza Española tradition formalised stylisation is integrated 
across all four forms where the use of the mirror is prominent in all cases. However, the cultural 
context of the performance settings just outlined may influence the Danza Española dancer’s 
method of training in the case of Flamenco and Regional Folk Dances. Attention to the details 
of traditional performance contexts is evident in Mariemma’s interpretation of Flamenco’s 
transition from the tablao to the Danza Española theatre stage: 
 
One hears endlessly from experts of the genre levying praise at the style of dance 
among the great dancers from an era close to our own; a dance noted for its elegance 
 
67 During the mid-nineteenth until the early twentieth century, singing cafés known as Cafés-Cantantes became 
popular in Andalusia and provided another setting for folk dances, as Grande illustrated: 
 
The line-up for the spectacle in the cafés-cantantes held a great many similarities with that of the modern 
tablaos: on a wooden floor, one or two guitarists, female and male dancers (the majority being the former), 
singers for dance, and singers who performed as soloists accompanied by guitar, structured sequentially 
from less to greater importance or from less to greater popularity (Grande 1995:230). 
My translation. Original text: “El elenco del espectáculo de los cafés-cantantes tenía abundantes semejanzas 
con el de los modernos tablaos: sobre la tarima, uno o dos guitarristas: bailaoras y bailaores (en mayor 
número las primeras), cantaores para el baile, y cantaores que actuaban solos con la guitarra, siguiendo un 







of movement, the beauty of its dance lines and harmony in its arm movements. And 
yet these flamencos scurry from the same deep, attractive and majestic dance to 
instead lend priority to a form of superficial virtuosity and questionable taste. Where 
is that knowledge of “La Malena”? Where is the majestic solemnness of “La 
Fernanda”? Where is the “duende”, the attractiveness of Juana “La Macarrona”? All 
of this was pure art. Visual art. And Flamenco dance – just as with all artistic dance 
without exception – ought to be before all else a visual art, and unfortunately it is 
being converted into an acoustic art because one of the most common excesses, 
perhaps the most severe, is the footwork (Mariemma 1997:89–90).68 
 
The implications on the Danza Española dancer of vying cultural contexts that can lie outside 
the theatre stage the genre has always committed to, is an interesting anomaly therefore. This 
discrepancy is not so evident in the ballet tradition, where alternative genres may, of course, 
influence choreographies, but never quite lay claim to occupying one distinct form within the 
structure of the genre. In his experience with both ballet and Danza Española, I asked Antonio 
Najarro – himself a renowned dancer, choreographer, and at the time of my interview current 
director of the Ballet Nacional de España – if he observed any differences in this regard. His 
reply during my 40-minute interview recorded in his large open-plan office at the Ballet 
Nacional de España (May 2016) was as follows: 
 
I believe there may be a small bit more dependence in classical ballet. In Danza 
Española there is also. The thing is, Danza Española has something: It is a bit more 
visceral, more… In many of the forms, for example the Bolero School – you witnessed 
rehearsals of the Bolero School – it is very similar to classical ballet. In Flamenco, for 
example, it is not as important to see your line. Flamenco is far more visceral, more 
interior, with more bite. You do need the mirror though, that is you do seek it because 
 
68 My translation. Original text: “Se oyen de los especialistas del género alabanzas sin fin de la forma de bailar de 
grandes bailaoras de época cercana a la nuestra, baile que destacaba por la elegancia de movimientos, la belleza 
de sus líneas y lo armonioso de su braceo, y sin embargo estos flamencos huyen de lo hondo, gracioso y 
majestuoso de aquel baile para dar paso a una especie de virtuosismo superficial y de dudoso gusto. Dónde está 
aquella sabiduría de “La Malena”? Dónde la majestuosidad solemne de “La Fernanda”? Dónde el duende, la 
gracia de Juana “La Macarrona”? Todo ello era plástica pura. Arte plástico. Y es que el baile flamenco, como toda 
danza artística sin excepción debe ser ante todo un arte plástico y lamentablemente se está convirtiendo en un arte 






you are looking for movements. But it is different. It is not so… Classical ballet can 
be – even though it is not this – but it can be a little more static-like; more about the 
lines. Lines; corrections; movement. More physical. Less breaking; as in you can 
break Danza Española: a jota [folk dance], a muñeira [folk dance], Flamenco. It is 
more about sensations, more energetic, more visceral, more about expression, more 
about feeling. For this, you do not need the mirror (May 27, 2016; Mateos Morante 
Personal Archive).69 
 
Najarro, consistent with the allocation of mirror-reliant versus relatively less mirror-reliant 
forms I have presented in Section 3.2 above, sets out an interesting dichotomy that might be 
summarised as external physical lines versus internal visceral sensations. It is interesting to 
evaluate this dichotomy further with regard to a possible correlation with the variance in 
potential dependency on the mirror in either case. Esther Jurado, currently principal dancer at 
the Ballet Nacional de España (BNE), relayed this variance somewhat clearer when describing 
her own creative process. Esther graduated from the Conservatorio Profesional de Danza de 
Sevilla in 1997, and within a year joined the dance corps of the BNE on the back of 
performances with professional dance companies such as María Pagés Compañía. By 2012 
she became lead dancer at the BNE, and it was in this capacity toward the end of a long day at 
rehearsals that I was fortunate to record a short 7-minute interview with Esther outside the main 
rehearsal studio. While seated on a long bench inside the echoic corridor that connects the 
dance studios to the lobby, she explained as follows (May 2016): 
 
 
69 My translation. Original transcription: Yo creo que puede haber un poquito más de dependencia en la danza 
clásica. En la danza española también la hay. Lo que pasa es la danza española tiene algo: es un poco más 
visceral, es más.... En muchos estilos, porque por ejemplo en la escuela bolera – que has visto tú ensayos de 
escuela bolera – es mucho más similar a la danza clásica. En el Flamenco, por ejemplo, no es tan necesario verte 
una línea. El flamenco es mucho más visceral, más interior, más de pellizco.  Sí necesitas el espejo ¿eh?, o sea sí 
lo buscas porque buscas movimientos. Pero es diferente, no es tan.... El Ballet clásico puede ser – aunque no es 
eso – pero un poco más como más estático; como más de líneas. Línea; corrección; movimiento. Más físico. No 
se rompe tanto como se puede romper la danza española: una jota, una muñeira, el flamenco. Es mucho más de 







In the dance studio, for example, you do seek the shapes because it has to be 
wholesome; a whole. It bears no relation to dancing Danza Española. Flamenco, for 
example, performed in a tablao versus performing in a theatre. They are different 
things. In a tablao for instance, of course you do not require a mirror so much given 
that the delivery is so direct. You have the public far closer. It is not a large space, it 
is a more intimate space. Accordingly, one does not seek out the line so much. 
However when we take that – that dance [danza], that dance [baile]70 – we take it to a 
place such as a theatre where the distances to the public are greater. So yes you must 
seek; you must be analytical; look in a mirror; seek out those sensations and keep them, 
safeguard them. This work, is something that I, for one, perform. It has stood to me, I 
believe. It is what forms you. Because although you could go out flippantly – however 
it comes, something will emerge – for me, that is not complete. I am very analytical 
also. I do need to know where I thread (May 27, 2016; Mateos Morante Personal 
Archive).71 
 
The relevance of function and performance context, and in turn how these influence mirror 
usage, is evident in Esther’s approach above. The theatre stage would seem to necessitate the 
use of the mirror during training across all four forms. This is not so much owing to any concept 
of a higher value of professionalism, but more so owing to the concept of a point of visual 
reference wherein the dancer’s lines are spot lit and projected along a depth of view that is 
common to the theatre stage and the mirror artefact alike. That being so, a wholesome 
performance of either Flamenco or Regional Folk Dances within Danza Española may seek to 
convey a sensation of multiple points of reference in keeping with these forms’ alternative or 
parallel historical contexts. Accordingly, the Danza Española dancer might “break Danza 
 
70 See Section 3.1.3 for a definition of both Spanish terms for “dance”. 
71 My translation. Original transcription: En la sala de baile, por ejemplo, sí buscas unas formas, porque tiene 
que ser todo, un todo. No tiene nada que ver bailar la danza española: el Flamenco, por ejemplo, en un tablao 
que bailarlo en un teatro. Son cosas distintas. En un tablao, por ejemplo, sí que no se necesita tanto un espejo, 
como la entrega es tan directa. Al público lo tienes más cerca, no es un sitio grande, es un sitio más íntimo. 
Entonces no se busca tanto una línea, pero cuando ya lo llevamos - esa danza, ese baile – lo llevamos a un lugar 
como un teatro, donde las distancias del público son mayores: sí que hay que buscar; y hay que ser analítico; 
mirar un espejo; buscar esas sensaciones quedártelas, guardártelas.  Ese trabajo, yo por lo menos lo hago. Me ha 
ido bien así, creo. Es lo que te forma. Porque es que si sales – así como hala, lo que salga – pues te puede salir 






Española” to access internal visceral sensations linked to Flamenco and Regional Folk Dances. 
A process for which, as Najarro continued above “you do not need the mirror”. 
 
This breaking with, or almost stepping-away from a stage context/mirror-based visual 
reference as part of training in these forms is interesting from a psychoanalytical perspective. 
Such stepping-away might not necessarily free a dancer from identifying with the mirror image 
relative to dancers who are not tasked with resolving this type of variance within a multi-form 
genre. Indeed, a detailed discussion of the identification process with the mirror image outside 
dance contexts is discussed later in Chapter 4, and the complexity inherent in resolving what 
is experienced outside the mirror with what is witnessed inside the mirror may resonate more 
with the Danza Española experience than with that of ballet. Accordingly, at this point, I wish 
simply to indicate that leaving behind a primary visual construct of a dancer’s image in the 
mirror to, as it were infiltrate an alternative context and way of movement as a dancer, may 
instead forcibly implant that which is identified as the archetypical dancing body deeper inside 
the mirror. Unlike, for instance the ballet dancer, the Danza Española dancer must bring to 
some form of resolution a (less dominant) alter-dancer outside the lines represented in 
reference to the mirror that are built more so on internal visceral sensations rather than 
predominantly external physical lines. The kind of experience of a Danza Española dancer 
discussed in this thesis might therefore not correlate with that of the ballet dancer given the 
fundamental difference in this regard. 
 
I discussed this with África Paniagua [AP], ballet master at the Ballet Nacional de España from 
2012 to 2019. She graduated from the Real Conservatorio Profesional de Danza de Madrid as 
a classical ballet dancer in 1993. Having trained also in the Bolero School, África has acted as 






Carlos Rodríguez, Miguel Ángel Rojas, Daniel Doña and Manuel Liñán. In her position as a 
classically-trained ballet dancer working with Danza Española dancers, the following is based 
on África’s own personal experience of ballet against what she observed among the Danza 
Española dancers she has worked with. I had known África from years previous as a fellow-
student at the Universidad Complutense de Madrid where we both studied philosophy. At that 
time our careers in dance did not cross, as her formation was in classical ballet, and my own in 
Danza Española. Perhaps it was our shared academic background in philosophy that provoked 
such an enthusiastic interest from África in my study. The following extracts are taken from 
our second shorter interview, which lasted 22 minutes, and was recorded in the aforementioned 
corridor outside the rehearsal studios where she had just terminated one of her ballet classes 
delivered to the male dancers of the company (May 2016). África regarded that “ballet dancers 
are more focussed on their own bodies, on their own physical self to know whether the lines 
are where they ought to be; but their dance is more independent of the mirror” (26 May, 2016; 
Mateos Morante Personal Archive).72 She elaborated later as follows: 
 
Yes it is true that it is as if the Danza Española dancer would mimic, or rather not 
mimic, but copy a movement. And it is as if the ballet dancer – well, a good ballet 
dancer – would (at least from how I see it) need to do that while considering what part 
of her body is intervening to make happen that which needs to happen. ‘From where 
do I need to tug? From where do I need to thrust so that it looks like what it is supposed 
to look like?’ (ibid.).73 
 
 
72 My translation. Original transcription: El bailarín de Ballet está más fijándose en su propio cuerpo, en su 
propio físico para saber si las líneas están donde tienen de estar, pero su baile es más independiente del espejo.  
73 My translation. Original transcription: Sí que es verdad que es como si el bailarín de danza española 
mimetizara, o sea, no mimetizara, copiara un movimiento. Y cómo si el bailarín de ballet – Buen bailarín de 
ballet – hiciese (o por lo menos tal y como yo creo que tiene que hacerlo) pensase qué parte de su cuerpo está 
interviniendo para que suceda lo que tiene que suceder. “¿De dónde tengo que tirar, de dónde tengo que empujar 






Should “dance enter from the eye”– a phrase introduced by Carmen Orta that I will discuss in 
Chapter 4 – then it could be stated that a visual reference may well become particularly 
dominant for some Danza Española dancers in particular. The proprioceptive senses perhaps 
return more to the fore when seeking that alter-dancer described above located away from the 
mirror. Proprioceptive senses are of course essential aspects to dance movement in all cases. 
That said, and perhaps in some way partly owing to the multi-form genre, the visual references 
when practicing Bolero and Stylised forms can become comparatively more dominant than 
those even of a ballet dancer owing to the altering emphasis on the balance between either 
proprioceptive or visual points of reference. Interestingly, in the case of a Danza Española 
dancer, the concept of dance as potentially a primarily visual form of movement could be 
parsed into the following dilemma: to think is to stop; and to dance is to do. África expanded 
on this later in our interview (May 2016): 
 
AP:  Often they [Danza Española dancers] have told me: ‘I cannot think so much 
because I have to dance, I have to leave it flow’. What I try to explain to them 
is: ‘I am not asking you to think from where you are thinking; you must search 
for another place where your head and your body can progress more 
simultaneously’. They have a kind of a great dissociation between ‘I dance 
and I do’ and ‘I think and I stop’. Do you understand what I am trying to say? 
It is like a reflection; there is a pause, and [then] an execution or a doing. All 
the while, if I dance, I only dance and do not think. I can have my feet not 
outstretched, but I do not think (because you do not realise; you do not feel 
it). Upon becoming connected with your body and you feel your foot is not 
outstretched; you feel that is bad; it is hanging there; it does not help you 
dance; so you make it outstretched. 
RMM:74 Perhaps that is where the mirror is? I mean, in the absence of the mirror the 
dancer is no longer there? 
AP:  Of course. That, that happens a lot. Accordingly, when you direct them toward 
that proprioception – because it is proprioception; it is not thinking in a 
 






reflexive manner where I will think and consequently now outstretch and then 
move. No-one could dance that way, the order would arrive very delayed. So, 
close your eyes; feel your body; take note of what is not there that should be. 
You call that ‘thinking’, but in reality it is not thinking in a discursive mode. 
It is something immediate. They are missing that sensation as something 
immediate. Curiously they regard it as the other way around. They think they 
have the sensation, but they do not. What they have is pure movement, 
without the sensation of the movement, or the body, or the physical (26 May, 
2016; Mateos Morante Personal Archive).75 
 
The level of reliance on the mirror image among some dancers of formalised dance practice 
would seem therefore to correlate with a dependency that is weighted more toward visual cues 
rather than proprioceptive cues for dance in practice. That is not to say that there is a lack of 
artistic expression in either case. Simply, the process toward embodying choreographies can 
be balanced further toward the visual over the proprioceptive in the case of some Danza 
Española dancers. This will become clearer in Chapter 4 during my ethnographic interviews 
concerning the off-balance effect experienced by some Danza Española dancers upon the 
removal of the mirror from his/her view (see Chapter 4; Section 4.2.3). As suggested earlier, 
the complexities inherent in a multi-form genre (bound to a process of inner-delimitation 
 
75 My translation. Original transcription:  
AP: [M]uchas veces ellos me han dicho: “Es que yo no puedo pensar tanto porque tengo que bailar, tengo que 
dejar que vaya”.  Y yo lo que intento explicarles es: “Es que yo no te estoy diciendo que lo pienses desde donde 
lo estás pensando; tienes que buscar otro lugar donde tu cabeza y tu cuerpo van mucho más simultáneamente”. 
Tienen como una disociación muy grande entre “bailo y hago”, “pienso y paro”. ¿Sabes lo que te que te quiero 
decir? Es como reflexión, hay una parada y luego ejecutar o hacer. Mientras que, si bailo, solo bailo y no pienso. 
Puedo tener los pies sin estirar, pero no pienso (pero porque no te das cuenta, no lo sientes). En cuanto tú estás 
conectada con tu cuerpo y sientes tu pie que no se estira, tú sientes que eso está mal, o sea está colgando, no te 
ayuda a bailar, lo estiras. 
RMM: Quizás ahí esté el espejo, quiero decir que, si no está el espejo, no está el bailarín. 
AP: Claro, eso, eso pasa un montón. Entonces cuando tú les mandas esa propiocepción – que es propiocepción; 
no es pensar de manera reflexiva de me voy a pensar y entonces ahora estira y ahora mueve.  Porque así no 
bailaría nadie, tarda mucho en llegar la orden. O sea, cierra los ojos; siente el cuerpo; nota lo que no está, lo que 
tiene que estar. Tú a eso llamas: “piensa”, pero en realidad no es pensar de modo discursivo. Es algo inmediato. 
O sea, la sensación como algo inmediato les falta. Y es curioso porque ellos piensan que es lo contrario, piensan 
que tienen la sensación, pero no la tienen. Lo que tienen es el puro movimiento, pero no la sensación del 






among its unique forms) would demand a method of administering this balance distinct from a 
single-form genre. A Danza Española dancer, when driven toward a complex embodiment of 
those vying points of reference to define and categorise each of their dance forms, might then 
experience a particular relationship with the mirror image whereby the sensorial order may 
become unusually visually-dependent. África considered this conflict as follows (May 2016): 
 
I believe that all the dancers are extremely Platonic in relation to ‘what I feel’ and the 
body as this thing that is hindering me. Rather than being the opposite: that my body 
is my instrument to permit me to do what I want to. They experience it as a kind of 
burden that prevents them from being who they are. Perhaps that which prevents them 
might well be the mirror. I don’t know (ibid.).76 
 
Accordingly, in such cases, rather than contemplating that which comes from within (internal 
visceral sensations) versus that which comes from outside (external physical lines) the dancing 
body; the question is: where is the dancing body? Resolving the complex equation of the multi-
form genre that is Danza Española, some dancers might well adjust more dramatically the 
counterbalance between the visual and the proprioceptive. In such cases, the dilemma outlined 
above is but a reflection of a detachment and reattachment to the dancing body formed in front 
of (or perhaps now, referenced inside) the mirror. I will discuss this further in Chapter 4 where 
my corresponding research question sub-categories are discussed in more detail. However, 
before leaving the cultural context of my research question, below I discuss the contemporary 
context of mirror use in the genre with a selection of my interviewees. 
 
 
76 My translation. Original transcription: Yo creo que todos los bailarines son super platónicos en el sentido de 
“lo que siento” y el cuerpo es como una especie de cosa que me está fastidiando para… en vez de ser al revés, 
de mi cuerpo es mi instrumento para poder hacer lo que yo quiero. Lo viven como una especie de castigo que les 






3.3.2 A Meeting at the Mirrors of Danza Española 
Throughout my ethnographic fieldwork in Spain from March 16 to May 27, 2016, I observed 
toward the close of some interviews that the discussion that unfolded prior, provoked much 
reflection among interviewees. I was mindful to allow ample time to cater for, and continue 
recording these reflections as they transpired. This was the case during my 40-minute interview 
with Mariló Uguet de Resayre, which I committed to audio on May 24, 2016. We met over an 
early morning coffee at a terrace of a cafeteria beside the Real Conservatorio Profesional de 
Danza Mariemma – then located on Calle de Soria, 2, Madrid77 – before her classes were to 
commence later that morning. The atmosphere was relaxed and informal, and the relative 
quietness on the terrace was broken by occasional light traffic noise, which lent a comforting 
background underscore that encouraged silent unhurried reflection. 
 
Mariló is one of the most prominent successors of Mariemma’s system of dance training in 
Danza Española. She taught at the Centro Coreográfico Mariemma as well as at the Real 
Conservatorio Profesional de Danza de Madrid (currently the Real Conservatorio Profesional 
de Danza Mariemma). In my first year as a student at the Centro Coreográfico Mariemma, 
Mariló acted as one of my dance instructors. During her reflection, Mariló considered the 
impetus behind the historical exploitation of the mirror artefact in formalised dance practice 
(May 2016): 
 
Should it be necessary to seek oneself [in the mirror]? I believe so. One could dance 
without it of course, but it is an aid for achieving the aesthetic that you wish to present, 
in the manner in which you wish to present it […] Yes, I do believe so, because 
realistically dance does require an aesthetic. And today – from when I was a student; 
from the time of Mariemma; from the beginning of the twentieth century – should you 
 







study classical dance it is because you want to express a rendering of dance for the 
stage. […] It is no longer folkloric, and therefore demands an adjustment to what you 
wish to build; and for this, the assistance of the mirror, without doubt, is fundamental. 
The student learns to appreciate this also. […] The project of the mirror is that 
searching, with your body, for the most appealing form of expression (24 May, 2016; 
Mateos Morante Personal Archive).78   
 
Mariló’s observation regarding the place of the mirror as an indispensable tool in Danza 
Española for the development of an aesthetic of dance that is committed entirely to the stage 
corresponds with the historical evolution of ballet earlier. That is, the transformation from the 
court halls to the theatre stage during the Baroque period corresponded not only with the 
institutionalisation of ballet dance, but also coincided with the distribution of the full-body 
mirror (see Section 3.1). The function of formalised dance practice as a staged dance practice 
calls for dedicated trained professionals disciplined toward uniformity who in turn require the 
corresponding tools that so facilitate this project most. Hence the exploitation of the mirror. 
I questioned other interviewees whether they had experienced any direct opportunities to 
measure the apparent need for the mirror. That is, had there been occasion for them when the 
mirror was entirely absent. An interesting anecdote arose during conversation with Mayte Bajo 
[MB], which I recorded on camera on March 17, 2016, at the Escuela Profesional de Danza 
de Castilla y León Valladolid, Spain. Mayte was the founding director of this professional 
school of dance where she now acts as dance master of the Danza Española department. My 
40-minute interview with her was conducted in one of the School’s bright spacious dance 
 
78 My translation. Original transcription: Qué es necesario buscarse [en el espejo]? Creo que sí. Qué se puede 
bailar sin, pero que es una ayuda para la estética que tú quieres enseñar, de la manera que tu quieres enseñar [...] 
Sí yo creo que sí, porque el baile realmente necesita una estética. Y hoy en día -ya desde que yo estudiaba, 
desde Mariemma, desde principios del siglo XX- si se estudió la danza clásica es porque necesitas mostrar una 
forma escénica de la danza. Es una evolución, ya no es folclore y entonces necesita ajustarse a lo que tú quieres 
hacer y para eso la ayuda del espejo es desde luego básica. Y que el alumno aprenda a ver eso también. [...] La 








studios, complete with its expected wall of mirrors. Mayte, another successor of Mariemma’s 
pedagogical system, is a highly renowned Danza Española dancer, choreographer and dance 
company director. She was also one of my dance instructors at the Centro Coreográfico 
Mariemma, and later a professional colleague during my time in the dance troupe of Compañía 
Elvira Andrés where Mayte performed as lead dancer. Regarding the demands of the hobbyist 
versus professional learner, Mayte (March 2016) observed: 
 
MB:  But the problem with the absence of the mirror is… Look, in the village where 
I live there is a group of girls I teach from time to time. We do sevillanas, 
rumba… recreation. It is not like it is here. There are no mirrors, and therefore, 
given that they cannot correct themselves, it becomes torturous. That is, there 
is no means for them realistically to truly imitate the movements well. They 
cannot. You position yourself like this, for example, making muñequear79 
movements, and they see themselves reflected in you. Later, they look at 
themselves and say: “Oh! I thought I was doing it like you!” Unconsciously, 
they all think they do it like me when there is no mirror. But when they look 
at each other: “Look at her, she believes she’s doing it like you but she’s not”! 
And you feel like telling her: “And neither are you”! 
RMM: That is to say, for the transmission of Danza Española you believe the  
mirror is imperative? 
MB:  It is imperative. You see, there are so many details. Later too, those details 
that you must contribute. Yet they have to emerge, I don’t know, but you do 
have to see them. If you cannot see that and you cannot see yourself, that is 
the experience I had there. In fact, we are still pressing to have a mirror 
installed in that cultural centre we have in the village. Here [in the Escuela 
Profesional de Danza de Castilla y León, Valladolid], all the children see that 
immediately. […] When they progress to a professional level, where by now 
they are conscious of the body, it is something different. But just as with the 
quiebro80 – as difficult as it is to adopt a quiebro that is totally lateral with a 
broad back and the arms appropriately placed […] All of this must be very 
 
79 Muñequear is a form of rotating the wrist and flexing the fingers ornately to extend arm choreographies 
familiar to both Danza Española and Flamenco. 






methodical at the beginning, very much like that, and that which will assist 
them most is the mirror (March 17, 2016; Mateos Morante Personal 
Archive).81 
 
It is clear that without the presence of the mirror for the transmission of Danza Española, there 
seems to be no realistic possibility of achieving the required level for stage performance; the 
remit of the genre. This same theme emerged in other interviews also. However, as will become 
clearer in Chapter 4, as imperative as the mirror seems to be, so too is the manner of instruction 
that guides the learner toward the mirror. I began therefore to question further the importance 
of the dance master in this context. For instance, what would occur if the girls from Mayte’s 
village had a mirror, but had not Mayte as their instructor? I, for one, recall mirrors in my local 
village dance school, but do not recall relating to the artefact in the way outlined by Mayte 
above until I entered the conservatory system. Soon I discovered similar biographies among 
the current dancers I interviewed on audio recordings in situ at the Ballet Nacional de España, 
Madrid. Pedro Ramírez Rey [PRR] joined the dance corps of the Ballet Nacional de España 
(BNE) in 2012 on the back of a decade-long career dancing for various professional companies 
where he crossed paths with the BNE’s current director Antonio Najarro. In the course of my 
 
81 My translation. Original transcription: 
MB: Pero el problema de la falta de espejo, es que… Mira, en el pueblo donde vivo hay un grupo de chicas que 
las doy clase de vez en cuando. Hacemos sevillanas, rumba… lúdico. No es como aquí. No hay espejo y 
entonces como ellas no se pueden corregir, es una tortura. O sea, no hay manera de que realmente te imiten bien 
los movimientos. No pueden. Tú te pones así, por ejemplo, así a muñequear y ellos se están viendo en ti.  
Luego, se miran ellos y dicen: “¡Uy si yo creía que lo hacía como tú!”. Inconscientemente, todas piensan cuando 
no hay espejo que lo hacen como yo. Pero cuando se miran unas a otras: “¡Mira fulanita, se cree que lo hace 
como tú, pero no!” Y te dan ganas de decirla: “¡Y tú tampoco! 
RMM: O sea, que ¿crees que para la transmisión de la danza española es imprescindible el espejo? 
MB: Es imprescindible. Es que hay tantos detalles. Más luego los detalles que tú tienes que aportar. Pero eso 
tiene que salir, no sé. ¡Es que lo tienes que ver! ¡Es que si no lo ves y no te ves! Esa es la experiencia que yo he 
tenido ahí. De hecho, todavía seguimos luchando para que nos pongan un espejo en ese espacio cultural que 
tenemos en el pueblo. Aquí [en la Escuela Profesional de Danza de Castilla y León, Valladolid]en seguida 
todos los niños lo ven. [...] Cuando pasan ya a profesional, que ya son conscientes del cuerpo es otra cosa. Pero 
incluso con el quiebro, con lo difícil que es poner un quiebro que sea totalmente lateral, con la espalda abierta, 
con los brazos colocados [...] Todo eso al principio tiene que ser como muy metódico, muy tal, o sea, lo que más 






14-minute interview with Pedro during a short rest period outside the main entrance of the 
Ballet Nacional de España, he compared his early experience at a private dance school with 
his subsequent enrolment at the Conservatorio Profesional de Madrid, from which he 
graduated in 2002, as follows (May 2016): 
 
I believe the private schools are freer when it comes to our reflection in the mirror. 
[…] Later in the conservatory, everything is more mechanical. Everything is more 
disciplined. What I’m trying to say is that when it comes to encountering oneself in 
the mirror, everything is more correct, more similar to all the others (May 25, 2016; 
Mateos Morante Personal Archive).82  
 
I pressed Pedro further on this topic, and asked if he recalled whether or not his dance instructor 
in either context used the mirror for direct transmission; that is, would he have been directed 
to look at himself or even at the dance instructor’s mirror image during the learning process? 
Pedro eventually began to separate his more recent experience from his earlier one, and 
discovered a fundamental difference in that regard: 
 
PRR:  Yes, of course, totally. Always that typical phrase: “look at how I am doing 
it” […] You have the mirror in front of you; you are looking at the instructor 
in front of you; you are looking at yourself. You can compare how he is doing 
it to how you are doing it. 
RMM:  But could you look at the real instructor or at the instructor in the mirror? 
PRR:  Always. Always, nearly always in the mirror. 
RMM:  Would they instruct from the mirror? 
PRR:  They would instruct from the mirror, yes. Always from the mirror. Sometimes, 
yes it is true, in the private schools… In the conservatory above all, always 
from the mirror; and it is true that in the private schools on many occasions it 
 
82 My translation. Original transcription: Creo que en las escuelas privadas son más libres a la hora de 
reflejarnos en el espejo. Son más libres. Luego ya en el conservatorio, todo es como más mecánico. Es todo más 







was kind of face to face. It feels a little more like from here [gestures between 
himself and myself] without looking at myself in the mirror (ibid.).83  
 
Accordingly, rather than the mirror unto its own, it is the particular exploitation of the artefact 
that defines the formation process I also experienced in Danza Española. Among private 
schools of dance that are not recognised as repositories for professional training, the use of the 
mirror is more “free” when compared to that of a conservatory system tailored to the canons 
of the genre that requires a more uniform and disciplined approach. The “free” approach 
implies a less defined approach. It also could imply less definition in the interaction with the 
mirror reflection. This was something touched upon by the soloist dancer at the Ballet Nacional 
de España, Débora Martínez Cano (May 2016), who also attended a mirror-clad private village 
dance school before entering the conservatory system in her native city of Barcelona at the age 
of eleven or twelve. She was admitted to the official training programme of the Ballet Nacional 
de España in 2006, before entering the company’s dance corps in 2010. She has been a soloist 
at the BNE since 2012. During my 14-minute interview with Débora while seated on one of 
the sofas in the lobby of the Ballet Nacional de España, she commented as follows: 
 
Because in the village school it was treated as something more like a hobby, I do 
remember that we would look at ourselves in the mirror to gain a general perspective 
on whether we were all together in the dances. But of course in the conservatory it 
 
83 My translation. Original transcription:  
PRR: Sí, claro, totalmente. Siempre la típica frase: “¡Miradme cómo lo hago! [...] Tienes al espejo delante, estás 
mirando al maestro delante, te estás mirando a ti. Te puedes comparar: cómo lo hace él a cómo lo haces tú. 
RMM: ¿Pero podrías mirar al profesor real o al profesor en el espejo? 
PRR: Siempre. Siempre, casi siempre en el espejo.  
RMM: ¿Indicaban... al espejo? 
PRR: Indicaban al espejo, eso. Siempre al espejo. Alguna vez, sí que es verdad, que las escuelas privadas… en 
el conservatorio sobre todo siempre al espejo; y es verdad que en las escuelas privadas muchas veces era un 






was about looking at yourself in the mirror to eliminate defects; to know what you did 
inadequately […] (May 25 2016; Mateos Morante Personal Archive).84 
 
The use of the mirror in the professional conservatory system might not therefore be considered 
an exclusively affirmative process always. Rather, it could be more accurately described as an 
interrogative process in some cases. An interesting detail, with regard to what has been 
presented until now as a consistent customary conservatory approach to the use of the mirror, 
arose during my interview with another successor of Mariemma’s pedagogical system, Elvira 
Andrés. Elvira is an acclaimed choreographer and currently acts as an instructor at the 
Conservatorio Superior de Danza ‘María de Ávila’, in Madrid. She is an ex-director of both 
the Ballet Nacional de España and her own dance company; she was also a dancer and 
répétiteur at the famous Compañía de Antonio Gades; and has a lengthy curriculum as a dance 
master. I mentioned earlier that I formed part of her Compañía Elvira Andrés, but I also 
attended her dance courses at the renowned centre for dance Amor de Dios in Madrid. I 
recorded my 47-minute interview with Elvira to camera when I visited her at the Conservatorio 
Superior de Danza ‘María de Ávila’. There, inside a brightly-lit dance studio complimented by 
a wall of mirrors, I asked Elvira whether she experienced a progressive or a brusque 
introduction to the mirror upon entering the Conservatorio de Ópera as a dance student in the 
mid-1960s. She replied (March 2016): 
 
It was progressive, it was not impactful. […] I do not remember the precise moment 
when I saw myself in the mirror dancing. […] Being conscious of the utility of the 
mirror came later, quite some time later. It came with Mariemma. But that was years 
 
84 My translation. Original transcription: Porque en la academia de barrio, como era algo un poco más como 
hobby, yo me acuerdo que nos mirábamos en el espejo para vernos, para tener una visión general de que 
fuéramos todas iguales en los bailes. Y claro, en el conservatorio, era un poco verte al espejo para sacarte 






later; oh my, I was four years dancing when Mariemma appeared in the conservatory 
(March 16, 2016; Mateos Morante Personal Archive).85 
 
I encouraged Elvira to elaborate further on this: 
 
Mariemma always worked with the mirror. Apart from copying those movements 
Mariemma asked of you, it was that you study your movements. That is, the mirror is 
the medium of communication between he who gives the class and those who are 
behind him. That, in the first instance, is its most immediate utility. It is a 
communication, no? You communicate through the mirror. […] But then later on, with 
Mariemma, it is the medium with which you communicate with yourself. Therefore, 
additionally, she required us to study ourselves in the mirror. That was the first time 
that you had to perform an analysis of your movements, or of yourself, through the 
mirror. Not only to look at the instructor – how she does it for you to reciprocate – but 
to look at yourself; study yourself; you; your figure. The medium within which you 
communicate with yourself (ibid.).86  
 
That Mariemma in particular instilled the kind of relationship with the mirror outlined above, 
corroborated by a younger generation of active dancers at the Ballet Nacional de España, was 
something echoed also by Mariló – who I introduced previously as another successor of 
Mariemma’s pedagogical system. In an effort to fully grasp Mariemma’s exploitation of the 
mirror, I asked Mariló if Mariemma would ever deliberately break this bond with the mirror 
and have her class turn their back on the mirror for instance? She replied (May 2016): 
 
85 My translation. Original transcription: Fue progresivo, no fue ningún impacto. [...] No recuerdo el momento 
preciso en que yo me vi en el espejo bailando. [...] La consciencia de la utilidad del espejo vino después, 
bastante después. Vino con Mariemma. Pero eso ya fue años después; ¡vaya!, llevaba cuatro años bailando 
cuando apareció Mariemma en el conservatorio.  
86 My translation. Original transcription: Mariemma trabajaba siempre con el espejo. Aparte de copiar los 
movimientos, lo que Mariemma te pedía era que tú te estudiaras tus movimientos. Es decir, claro, el espejo es 
un medio de comunicación entre el que da la clase y los que tiene detrás. Este, en principio, es su utilidad más 
inmediata. Es una comunicación, ¿no? Te comunicas a través del espejo. […] Pero luego ya, con Mariemma, es 
el medio con el que tú te comunicas. Entonces ella además nos pedía que nos estudiáramos en el espejo. Ahí fue 
la primera vez que tú tienes que hacer un análisis de tus movimientos, o de ti mismo, a través, en el espejo. No 
solamente ver a la profesora cómo hace para tú hacer, sino verte tú, estudiar tú, tú, tu figura. El medio con el que 






Oh well yes, yes, often. We did exercises in front of the mirror and without, yes. 
Because later, on the stage, you need to sense yourself in the space […] But I do recall 
it as a very great necessity. But also because it was a way of eliminating the shyness; 
of asserting oneself; of seeing if you were doing things well or poorly. I do believe, 
yes, that it was fundamental, extremely important, and yet it was inconceivable to 
imagine another way to dance that wasn’t in front of the mirror, really. And later – 
well, without doubt later – you have to bring that to the stage and that’s something 
else that you had to consider from another point of view (24 May, 2016; Mateos 
Morante Personal Archive).87  
 
I asked Mariló if the augmentation in her levels of dependency on the mirror correlated with 
her evolving advancement as a dancer. She asserted: 
 
I believe that yes, there would come a moment when you needed someone to correct 
you but you had nobody there with you, and therefore, clearly: an utter dependency. 
When you begin to train on your own, you are left with little alternative but to position 
yourself in front of the mirror. And Mariemma spoke of it often; and I believe that she 
taught all of us to train on our own (ibid.).88 
 
The distinction outlined in this section on how the relationship with the mirror can be fomented 
in the case of professional dancers trained under the conservatory system is a fundamental 
clause for an accurate reading of this thesis. The very function of the Danza Española tradition 
as a formalised genre for stage demands a level of rigour and self-critique to meet with 
corresponding professional demands that seemingly can only be achieved realistically by the 
 
87 My translation. Original transcription: Ah bueno, sí, sí, muchísimo. Hacíamos cosas frente al espejo y otras… 
sí, sí. Porque luego en el escenario, tú tienes que sentirte en el espacio [...] Pero yo recuerdo como una necesidad 
muy grande. Pero porque también era una forma de quitarte la timidez; de autoafirmación; de... pues a ver si lo 
haces bien o mal. Yo creo que sí, que era básico, importantísimo, y sin embargo no se podía pensar que existiera 
otra manera de bailar que no fuera frente al espejo, vamos. Y luego - bueno pues por supuesto - luego lo tienes 
que llevar al escenario y es otra cosa, y había que mirarlo desde otro lado.  
88 My translation. Original transcription: Yo creo que sí, que ha habido un momento de… cuándo tú necesitas 
que alguien te corrija pero no tienes a nadie, y entonces claro: dependencia total. Cuando te pones a estudiar 
solo, no te queda otra que ponerte delante del espejo. Y Mariemma lo comentaba mucho. Y yo creo que nos 






particular type of detailed observation of the corporeal image evident in the ethnographic 
interviews here. Hence the dedication to the mirror image as it most accommodates this 
enterprise. Likewise, it is not the mirror alone suspended along the walls of the dance studio 
that instigates this outcome. Guidance is just as influential. The guidance principle will be 
revisited in Chapters 4 and 5 as a central component toward understanding the dynamic in the 
relationship that can develop between a dancer and her mirror image in such contexts. 
 
In sum, Mariemma’s pedagogical methodology in Danza Española seems to have instilled a 
reliance on the mirror image among her successors without which the close study of oneself 
(as Elvira pointed out) in solitary training (as Mariló highlighted) cannot lead realistically to 
accurate auto-correction (as Mayte revealed). This relationship with the mirror image was 
transmitted to me directly via Mariló during that initial rebuke presented in the introduction to 
this chapter.  
 
3.4 Chapter Summary 
In this chapter I have introduced the Danza Española tradition and dancer both 
ethnographically and historically when considering the first sub-category of my research 
question concerning cultural context. First, I asked: What is the historical context of the mirror 
as a primary tool used for the transmission of formalised dance practice? My approach to this 
question was to situate my study inside processes of stylisation associated with both mirror use 
and formalised dance practice. I illustrated how the evolving technē of the artefact 
corresponded with both the particular socio-cultural context of the European Baroque – a 
phenomenon that I coined the primacy of gaze – as well as the political landscape of the period 
that facilitated the mirror’s cross-continental distribution in the Courts. A parallel between the 






whereupon the mirror produced a clarity and scale of image never before witnessed, perhaps 
not uncoincidentally dance as a formalised practice entered important new domains of 
institutionalisation and professionalisation. Accordingly I collated the evolutionary threads of 
artefact, dance, as well as the political and socio-cultural climate wherein gestated early 
processes of stylisation in Danza Española via the Bolero School. 
 
Correspondingly, I asked: Why does the Danza Española genre foment customary use of the 
mirror during transmission today? Continuing with my focus on processes of stylisation, I 
examined Danza Española during the twentieth century in relation to both the origins of, and 
the subsequent pedagogical strategies linked to Stylised Dance. Considering the latter, 
stylisation was interpreted as a unifying force that aided a modern coalescing of Danza 
Española into a singular, yet multi-form, genre. Regular mirror use by the individual dancer 
toward their mirror image, stemming from a guidance principal associated with Mariemma’s 
system of conservatory training, was presented as an important factor in the stylisation process. 
Subsequently, the experience of a selection of Danza Española practitioners revealed potential 
complexities when administering the balance between external physical lines that reference the 
mirror image versus internal visceral sensations sought outside the mirror. Some of these 













Body Identity: A Psychoanalytical and Ethnographic Study of the Formation of the 
Danza Española Dancer in Front of the Mirror 
 
In this chapter, the concept of a dancer’s identity potentially sustained by the mirror is explored 
both ethnographically (see Section 4.2) and by means of a critical engagement with relevant 
literature in psychoanalysis (see Section 4.1). The body defines both the mode of practice and 
the means of artistic expression for the dancer. That said, ever before the dancing body is 
formed, the dancer is, and remains, a subject whose body affords her the very mode and means 
of being and acting in the world around her. The body, as presented in both Sigmund Freud 
and Jacques Lacan’s psychoanalytical theories (see below), and later in Thomas Fuch’s 
phenomenological psychiatry (see Chapter 5), is a privileged site that connects the world to the 
mind, thereby configurating the subject. This process – the manifestation of the formation of 
the subject – positions the body as a medium that enables the apprehension of the world, always 
while in communication with others (Evans 2006:135), but significantly too, in communication 
with the subject’s semblable in the mirror (see Chapter 2). 
 
Considering both the mediating role of the body as it enables the apprehension of a shared 
system of cultural meanings (Spradley 1979) through dance practice, as well as the ubiquity of 
the mirror within the dance studio environment examined in this thesis, I explore my sub-
category of questions relating to body identity from both a psychoanalytical and ethnographic 
perspective. These questions, to remind readers, are as follows (see Chapter 1): 
 
- What is the dancer’s relationship with the mirror in Danza Española?  






- What happens to that dancing body once its back is turned to the mirror?  
 
The relationship a Danza Española dancer develops with her mirror image is explored 
ethnographically in situ through a broad range of field interviews with renowned dance 
professionals, choreographers, company directors and dance instructors of Danza Española. 
Whereas the first question above considers explicit practicalities relating to a Danza Española 
dancer when faced with the ubiquity of the mirror in the context of both conservatory training 
and professional rehearsal, the second question considers implicit identification processes 
fundamental to those contexts. Considering the formative influence the mirror provides the 
subject in front of the mirror during an infant Mirror Stage from a psychoanalytical perspective 
(Lacan 1977), I examine formative processes associated with mirror use as part of a dancer-
specific Mirror Stage from an ethnographic perspective. That is, I will argue that an 
identification process by way of the mirror image unfolds in both examples, for that of a subject 
and that of a dancer alike. My final question above examines the clash between the explicit and 
implicit considerations just outlined. That is, a practical requirement to remove from a dancer’s 
line of sight their reflected image on occasion, weighed against an inherent reliance on the 
mirror image as a fundamental aspect of body identity for some dancers.  
4.1 The Body and the Mirror 
Overall, it is safe to state that seldom has psychoanalysis been exploited in dance-related 
analysis. Phelan recommended that “choreography and psychoanalysis would do well to join 
in a conversation about body’s time” (Phelan 1996:100). I bring this conversation to bear in 
relation to this chapter’s examination of body identity in Danza Española; or more specifically 
by means of a psychoanalytical study of the identity of a professional dancer in the mirror. I 






within a socio-cultural framework, then psychoanalysis predates ethnochoreology as a 
discipline wherein the communicative force of the body has been analysed accordingly. Below 
I present the body as understood psychoanalytically, before presenting that body to itself in 
front of the mirror. 
 
To this end, I provide a brief recapitulation of Freudian theory to note the communicative 
power of the body, emphasised more precisely within the analysis of hysteria where the body 
is highlighted as a site for communicating the unconscious to the conscious. To understand the 
place of the mirror in psychoanalysis and how it relates to the body, I will turn to three respected 
authors fundamental to the discipline: Jacques Lacan, Donald Winnicott and Françoise Dolto. 
In particular, Lacan’s seminal work, the Mirror Stage, is at the core of this section in the 
exploration of a dancer’s body identity as it is both formed in front of, and informed by, the 
mirror. 
4.1.1 The Body in Freud’s Psychoanalysis 
Theories developed by Lacan, Winnicot and Dolto relate directly to the current investigation 
concerning the complex relationship that emerges between the Danza Española dancer and her 
image in the mirror. That said, Freud, given his standing as the founder of psychoanalysis, 
provides a primary resource when referencing psychoanalytical lexicon. He would have been 
the first psychoanalyst to place the body at the centre of an analytical framework in the 
development of some aspects of his theory as outlined below. The associated terminology 
advanced by Freud in the first instance, and subsequently further developed by the 
psychoanalysts mentioned at the beginning of this paragraph, accordingly furnish this study 







The impetus for Freud’s psychoanalysis arose out of his study on the psychological disorder 
termed “hysteria”, during the final decades of the nineteenth century (see Freud 2009:7–8). Of 
particular interest to this chapter is his work relating specifically to conversion hysteria. 
“Conversion consists in a transposition of a psychical conflict into, and its tempted resolution 
through, somatic symptoms […]” (Laplanche & Pontalis 1973:90). With conversion hysteria 
the body communicates as a physical symptom not as a result of any organic illness, but as a 
result of a psychic illness that nonetheless is inaccessible to consciousness. Consequently, 
Freud developed his first topography to differentiate the psychical apparatus to include what 
he coined the unconscious (see Laplanche & Pontalis 1973:449–52; 474–6). In essence, 
Freud’s so-called conversion theory relays that emotions or desires that are intolerable to the 
consciousness are accordingly repressed in the unconscious and yet manifest as corporeal 
metaphors. The example of Freud’s “first full-length analysis of a hysteria” (Freud 1974:206) 
with patient Fraulein Elisabeth Von R. in 1892 (see Freud 1974:203–55), will help illuminate 
the equation as follows. 
 
Elisabeth’s symptoms included “pain in her legs and [...] difficulties in walking” (Freud 
1974:202). The full account of Freud’s treatment and evolving analysis is fascinating. However, 
of most significance is his discovery, through the unfolding disclosures within the patient’s 
words, of the symbolic capacity of the body to reveal repressed traumatic affects. Elisabeth, in 
this case, despite being “full of ambitious plans” (Freud 1974:207), was regularly taxed with 
caring for one or other of her family members who had taken seriously ill. During her sessions 
with Freud she verbally attested to the impossibility of advancing with her own life, using 
phrases such as “not being able to take a single step forward” (Freud 1974:248); or “not having 
anything to lean upon” (ibid.). Correspondingly, words may correlate with what the body 






express the mental state by means of a physical one, and linguistic usage affords a bridge by 
which this can be effected” (Freud 1893/1974:34). Accordingly, the body communicates 
without words in the form of a symptom, while verbal analysis brings into consciousness that 
which the body reflects. The framework for analysis therefore is that dialoguing back and forth 
between corporeal and linguistic metaphors.  
 
In the interests of avoiding an overly simplistic understanding of this equation, it is important 
to mention that one cause and one symptom are neither considered in absolute terms. As part 
of his conversion theory, Freud noted that the genesis of hysterical symptoms invariably are 
not linked to “a single traumatic cause but a group of similar ones” (Freud 1974:245). 
Consistent symptoms can be brought on by similar traumas spread across a significant temporal 
field where the “recollected affect” (ibid.) and “freshly experienced affect” (ibid.) are 
inextricably linked. To the extent that the latter symptom “could not have come into existence 
without the cooperation of the earlier provoking cause; nor can it be cleared up without taking 
all the provoking causes into account” (Freud 1974:245). 
 
It is precisely by means of exploring cases such as that of hysteria introduced above that one 
garners a broader understanding of the human psyche. Freud was well aware of this cumulative 
effect in his work, stating that should his psychoanalytical theory hold true, it would imply that 
the results “were of a fundamental nature and must be able to find expression in other 
phenomena besides hysterical ones” (Freud 1975:198). He continued: 
But if this inference were correct, psycho-analysis would have ceased to be of interest 
only to neurologists; it could claim the attention of everyone to whom psychological 
research was of any importance. Its findings would not only have to be taken into 
account in the field of pathological mental life but could not be overlooked either in 






The current project is a case in point, where body identity is examined as part of a formative 
experience in Danza Española (see Section 4.2). That is not to propose a complete dichotomy 
between “pathological mental life” and “normal functioning” either. To clarify this, Freud used 
the example of a dream, “with all the absurdities, delusions and illusions of a psychosis” (Freud 
1970/1949:172). He explained: 
 
No doubt it is a psychosis which has only a short duration, which is harmless and even 
performs a useful function, which is brought about with the subject’s consent and is 
ended by an act of his will. Nevertheless it is a psychosis, and we learn from it that 
even so deep-going a modification of mental life as this can be undone and can give 
place to normal functioning. Is it bold, then, to hope that it must also be possible to 
submit the dreaded spontaneous illnesses of the mind to our control and bring about 
their cure? (ibid.). 
 
Indeed, radical manifestation can magnify aspects of regular ones that would otherwise remain 
unnoticed, and accordingly unrecognisable to analysis. What is essential from Freud’s theory 
when examining the formative experience of the Danza Española dancer in front of the mirror, 
is that the very concept of being and acting in the world is a corporeal one, as will become clear 
below. Even when considering Freud’s second topography relating to the agencies of id, ego 
and super-ego, the place of the body cannot be forgotten. As my thesis uses Lacanian 
psychoanalysis predominantly, I will avoid complicating the theoretical spectrum of this 
chapter by devoting what would be a significant amount of space to fully define each agency 
within the structural model. Suffice to summarise that the id “constitutes the instinctual pole 
of the personality” (Laplanche & Pontalis 1973:197); the super-ego functions as “conscience, 
self-observation and the formation of ideals” (ibid.:435); and the ego “is as much in a 






demands of external reality” (ibid.:130). Each of these agencies are far more complex than the 
simple definition provided here, and a full understanding of each definition must take on board 
the evolving contexts in which they are used (see Mateos Morante 2012). 
 
From the outset, however, it must be highlighted that for Freud, the “ego is first and foremost 
a bodily ego; it is not merely a surface entity, but itself the projection of a surface” (Freud 
1991:364). Owing to the complexity of the ego in Freud’s theory, it has been understood 
differently by alternative branches of psychoanalysis and, later, psychology. However, one 
cornerstone toward understanding Lacan’s use of the term “Ego” is by observing his 
interpretation of Freud’s own usage. In Dylan Evan’s An Introductory Dictionary of Lacanian 
Psychoanalysis (2006), the former-Lacanian psychoanalyst provides a cohesive explanation as 
follows: 
Lacan argues that Freud’s discovery of the unconscious removed the ego from the 
central position to which western philosophy, at least since Descartes, had traditionally 
assigned it. Lacan also argues that the proponents of ego-psychology betrayed Freud’s 
radical discovery by relocating the ego as the centre of the subject […] . In opposition 
to this school of thought, Lacan maintains that the ego is not at the centre, that the ego 
is in fact an object.  
The ego is a construction which is formed by identification with the specular image in 
the MIRROR STAGE. It is thus the place where the subject becomes alienated from 
himself, transforming himself into the counterpart. This alienation on which the ego 
is based is structurally similar to paranoia, which is why Lacan writes that the ego has 
a paranoiac structure […]. The ego is thus an imaginary formation, as opposed to the 
SUBJECT, which is a product of the symbolic […]. Indeed, the ego is precisely a 
méconnaissance of the symbolic order, the seat of resistance. The ego is structured 
like a symptom: ‘The ego is structured exactly like a symptom. At the heart of the 
subject, it is only a privileged symptom, the human symptom par excellence, the 






Already, Lacan’s “symptom par excellence” echoes Freud’s submission earlier regarding 
dreams as a psychosis in “normal functioning”. As will become clear in Section 4.1.3, Lacan’s 
seminal work concerning the Mirror Stage is not based primarily “in the field of pathological 
mental life” either. A finer understanding of the above quote will emerge upon a detailed 
review of the Mirror Stage in Section 4.1.3 below. For now, the important point to be extracted 
from the above quote is that for Lacan, the ego – which obviously remains a “bodily ego” – is 
alienated from the subject as an “imaginary formation”. This is key to understanding my theory 
on the formation of the dancing body in front of the mirror (see Section 4.2). However, before 
expanding on Lacan’s Mirror Stage, it is important to give a proper introduction to the concept 
of the alienating experience within Freudian psychoanalysis via a consideration of “the double”. 
 
4.1.2 The Body in the Mirror: An Uncanny Reflection 
Unlike Lacan, Freud did not develop upon the experience of identity and the mirror image 
directly. That said, one text from 1919 titled “The Uncanny” introduces the experience of the 
double. Inside, Freud relates in a footnote a personal anecdote from a train journey where he is 
met by his own reflection “unbidden and unexpected” (Freud 1999:248) upon the looking-glass 
of a swinging washing-cabinet door in the coach he is travelling in, and fleetingly assumes it 
belongs to another passenger. The choice of title for this text – “unheimlich”, or “uncanny” – 
reflects already the unease, shock, or perhaps the sensation of alter or otherness with which the 
image of the self might be met with. Certainly Freud’s anecdote was presented in unfavourable 
terms – “I can still recollect that I thoroughly disliked his appearance” (ibid.). Hence the 
underlying question Freud raised in his text evaluating whether or not this dislike of the 
reflected self is “a vestigial trace of the archaic reaction which feels the ‘double’ to be 






Freud elaborated extensively on the term unheimlich and its antonyms (including heimlich), 
which perhaps allows us also to gain a deeper insight into his prima facie reaction relating to 
the anecdote recounted above. He was particularly enthused both by the philosopher 
Schelling’s definition whereby “[a]ccording to him, everything is unheimlich that ought to have 
remained secret and hidden but has come to light” (Freud 1999:225); and by the ambiguous 
relationship between heimlich and unheimlich gleamed from various dictionary entries 
whereby the former “develops in the direction of ambivalence, until it finally coincides with 
its opposite [the latter]” (ibid. 226). 
 
In this way Freud links back to the difficult concept of the double or doppelgänger, an 
altogether ambivalent concept that too “reverses its aspect” (Freud 1999:235) and “can receive 
fresh meaning from the later stages of the ego’s development” (ibid.). In this regard, Freud 
pointed out, “an agency of this kind exists, which is able to treat the rest of the ego like an 
object – the fact, that is, that man is capable of self-observation – renders it possible to invest 
the old idea of a ‘double’ with a new meaning and to ascribe a number of things to it” (ibid.). 
Considering Schelling’s posit, the link between the uncanny and the double lies within Freud’s 
theory outlined above. That which is repressed is hidden and secret; made distant from the ego 
to the extent that it becomes unrecognisable to itself. The re-presentation of the repressed image 
of the self coming to light is accordingly an uncanny experience; the unveiling of the 
unconscious. 
 
Without indulging too deeply in the subject matter of Freud’s text, the complexity and indeed 
the flexibility of form of the outlier that is the double in relation to the ego can be at the very 
least experienced in the reflected image of the self. The potential of the reflected image to 






in Freud’s text. The mirror, as will be discussed in detail in relation to Lacan’s Mirror Stage 
below (Section 4.1.3), positively assumes a place both in the construction of an identity linked 
to one’s corporeal image (see Chapter 1), and in sustaining the double in view as something 
uncanny. Chapter 3 demonstrated the growing historical dependency on the mirror in Europe 
to define more and more an understanding of how to be and act in the world; here 
psychoanalysis will demonstrate a growing understanding of the artefact as key to the very 
constitution of the subject that places into view the complexity of identity. 
 
Before detailing Lacan’s work on the Mirror Stage as applies to the infant subject, it is worth 
noting that throughout the text I have examined above, Freud cites a close colleague, the 
Austrian psychoanalyst Otto Rank, who earlier developed upon the concept of the double in 
his 1914 book The Double: A Psychoanalytical Study. One passage in a footnote toward the 
end of Rank’s publication exemplifies the potency of the mirror in the context of the double 
and the evolving construction of identity during a peculiar scene of a psychological breakdown. 
He stated: 
 
What forms the defensive attitude toward the mirrored self can assume is shown by a 
trial which took place in 1913 in London. The following is cited from a report of the 
trial in a daily newspaper (December 9, 1913). A young lord had locked up this 
beautiful, unfaithful sweet-heart for eight days punishment in a room whose walls 
consisted of panes of plate glass. These had the purpose “of constantly offering her 
countenance to the young lady so that she might contemplate it, and vow to improve 
her ways in the sight of herself. In the course of the days and nights which the girl 
spent partly awake, she felt such a horror of the ever-recurrent image of her own face 
that her reason began to be confused. She continually attempted to avoid the reflection; 
yet from all sides her own image grinned and smiled at her. One morning, the old 
serving-woman was called in by a terrible rumpus: Miss R. was striking the reflected 
walls with both fists; fragments were flying around and into her face, but she paid no 






of which she had conceived such a horror. The physician who was called in stated that 
a frenzy had broken out in her which probably had become incurable, and attributed 
the cause to the solitude in the room, in which the young girl had had nothing to look 
at except her mirrored image.” The terrible result of this punishment indicates how 
greatly she was affected psychologically (Rank 1971:73). 
 
The body, as presented by Freud from a psychoanalytical perspective, is not only the medium 
that connects the ego with the world, it is a communicative site that is very much connected 
with the unconscious. The mirror, as presented by Lacan (see Section 4.1.3 below), informs 
the earliest process of individuation and corporeal identity in the subject from infancy. 
However, it is a complex relationship. Not only in the case of the more dramatic uncanny 
double outlined above, but even from the earliest development of the Mirror Stage there exists, 
as it were, a duel of duality. 
 
If the aggressive relation enters into this formation called the ego, it’s because it is 
constitutive of it, because the ego is already by itself an other, and because it sets itself 
up in a duality internal to the subject (Lacan 2000:93).  
 
Integral to the structuring of the ego during infancy as part of the Mirror Stage, Lacan presents 
the persecution of the other as a form of aggression (either “her” or “me”) in the sense that the 
ego is at first experienced corporeally as an other (see Lacan 2000:93). That is, upon the 
guidance of a guardian, that corporeal reflection returned to the ego by the mirror that is 
experienced initially as an other, is accordingly attributed to, and thereby synthesised with the 
ego (“she” is “me”). As the ego identifies with the other, this other informs the structuring 








4.1.3 Lacan’s Mirror Stage 
During the 16th Congress of the International Psychoanalytical Association, held in Zurich in 
1949, Jacques Lacan presented his emblematic text, titled, “The Mirror Stage, as Formative of 
the Function of the I, as Revealed in Psychoanalytic Experience”. This text represents the 
backbone of Lacan’s work, considering that in it, already, he formulates fundamental concepts 
toward the process of the subjective experience. Here, Lacan exposes an aha-erlebnis (or an 
ah-ha moment) where infants assume the image in the mirror that reflects their own body – a 
whole, with which they will now identify with as their “I”. 
 
The Mirror Stage, according to Lacan, lasts from 6 to 18 months, during which time infants 
may be positioned opposite the mirror and see their reflected image; all the while, their 
guardians (typically the mother) instruct them that this reflected form is their own: “Look, 
that’s you!” This experience is a one of twin realities at either side of the mirror. The infant, 
“sunk in his motor incapacity” (Lacan 1977:2) owing to “the anatomical incompleteness of the 
pyramidal system” (ibid. 4), is thence confronted by a complete image that he identifies as his 
“I”. An “I” tantamount to a body, yet specular in appearance. Accordingly, infants assume this 
image as that which they are – a whole, a Gestalt – and jubilantly experiment in 
acknowledgment of their completeness. 
 
As summarised here, the Mirror Stage may seem explicit. However, its complexity is revealed 
most explicitly upon consideration of that stage previous to it. Already, Lacan highlights within 
his same text the foetalisation phenomenon as discussed within embryology; that is, humans 
are born in a premature condition. Human new-borns are utterly dependent upon the adult. 
They have pleasure and displeasure sensations, but these sensations are not deciphered in 






unaware of the borders of their body. At this moment, they still experience the “I”, as united 
with the “not-I”; that is, the “I” and the “not-I” are one and the same. The infant’s uncontrolled, 
or incontrollable, experience of its self is therefore fragmented by its very own immature 
organic state. 
 
During the Mirror Stage, the infant is confronted by the complete image of its self in the mirror. 
Where the infant moves; likewise moves the image. And whereupon the guardian verbalises 
thus that that image of control and command is s/he, the infant; the infant begins a process of 
identifying with it. Importantly, this “identifying with” occurs by means of an external image 
that anticipates what the body will be once it has matured. The infant, as explained by Lacan, 
makes the step from insufficiency to anticipation. The formation of the “I” under these 
conditions develops along a line of fiction, within the imaginary order. A fiction because the 
structure of the “I” remains alienated; the body, experienced as organically immature and 
fragmented, does not correspond so with this image of completeness and control that the infant 
identifies with. Within the imaginary order, because it is precisely the image that produces the 
transformation in the psyche of the infant as part of a subjective process. This image therefore 
produces very real formative effects upon the organism. 
 
For the human being, the body unit is not a given. But rather than being arrived at through 
organic sensations alone, it is arrived at through association with its own external image. This 
specular image provides on the one hand the possibility for the subject to auto-abstract from, 
and self-identify within, the world around them; just as it provides on the other hand that 
alienating capacity, which means the subject never quite arrives at identifying with their “ideal 






the formation of the “I”, the fragmented body remains present as a remnant that can be re-
experienced in dreams, nightmares or during illness. 
 
4.1.4 Reflections Beyond the Looking-Glass 
The argument here is not that the mirror provides an exclusive reflection for the construction 
of corporeal identity, but that it is central to the formation of the “I” as explained above. In this 
section, alternative corporeal reflections are explored to provide a broader context in this regard. 
Donald Woods Winnicott was a renowned paediatrician and psychoanalyst who in “addition 
to his scientific contribution to psychoanalysis, child analysis, and beyond, it should also be 
remembered that he was a dedicated and conscientious member of the British Psychoanalytical 
Society and sat on many committees. Significantly, he was its President on two occasions: 
1954 – 56 and 1963 – 65” (Abram 2015). Influenced by Lacan’s Mirror Stage, he expanded on 
the relationship with the guardian during the corporeal construction of the infant’s identity. He 
specified, “Lacan does not think of the mirror in terms of the mother’s face in the way that I 
wish to do here” (Winnicott 1971:111). 
 
As part of his 1971 monograph, Playing and Reality, Winnicott’s chapter regarding the 
“Mirror-role of Mother and Family in Child Development” examines the Mirror Stage in 
infants preceding the period of focus in Lacan’s work as outlined above (see Section 4.1.3). 
Here, the mother is regarded as the first mirror during the emotional development of the infant, 
during a stage that might be conceived of as a pre-“I”, as it were. Winnicot explained:  
 
 
What does the baby see when he or she looks at the mother’s face? I am suggesting 






looking at the baby and what she looks like is related to what she sees there (Winnicott 
1971:112). 
 
At the dawn of the infant’s life, both the self and the other are as one. More so, the world and 
the infant are neither defined nor distinguishable. The mother’s face, as it fixes on the infant, 
therefore configures reality and life. In the form of a mirror, her very gaze reflects what the 
infant signifies for her. This mirror assures the infant – “yes, you are; yes, you’re here, because 
I love you”. The infant accordingly eludes the possibility of remaining precariously submerged 
in the imaginary, to instead commit to his integration in the real world and to his own life 
struggle therein. By contrast, should the mother-mirror not reflect in the ordinary sense outlined 
here (either through a lack of regularity or a lack of commitment to the type of assuring gaze 
above), complications emerge. Winnicott explained: 
 
 
Many babies, however, do have a long experience of not getting back what they are 
giving. They look and they do not see themselves. There are consequences. First, their 
own creative capacity begins to atrophy, and in some way or other they look around 
for other ways of getting something of themselves back from the environment 
(Winnicott 1971:112). 
 
The infant, accordingly, is defined by the Other who returns his look to thereby sustain him in 
early life. Upon entering the Mirror Stage the infant’s process of differentiation becomes one 
of identifying with a corporeal image in the form of a Gestalt. All the while, guided by a 
guardian (the mother) whose corporeal image is likewise perceived, therefore, as that of an 
Other. Language forms part of this guidance, providing a symbolic space that constitutes the 
subject and provides a historical and biographical identity to account for that which is 
experienced in the world. Identity for the subject is linked accordingly to a body in 






developed by multitude experiences in the presence of Others; sustained by a symbolic network 
that lends it meaning and substantiates reality for it. Winnicott contemplated the expansion of 
references beyond the mother-mirror as follows: 
This to which I have referred in terms of the mother’s role of giving back to the baby 
the baby’s own self continues to have importance in terms of the child and the family. 
Naturally, as the child develops and the maturational processes become sophisticated, 
and identifications multiply, the child becomes less and less dependent on getting back 
the self from the mother’s and the father’s face and from the faces of others who are 
in parental or sibling relationships (Winnicott 1971:118). 
  
The subject – identifiable by, and in the presence of, Others – may approach the world and 
present to it an identity capable of connecting with it. However, without the guidance of the 
mother as Other during infancy, the ability to embrace intersubjectivity and continually build 
on experiences thereafter becomes compromised. The guidance principle is something 
psychoanalyst Françoise Dolto emphasised in her 1984 monograph, L’Image Inconsciente de 
Corps [The Unconscious Image of the Body]. She provided an example of the devastating 




What can be tragic, is a child who, lacking the presence of his mother or other guardian 
reflected beside him, consequently ‘loses’ himself in the mirror. 
 
Such as what occurred to that child who became schizophrenic by the age of two and 
a half because she was lodged in a hotel room full of glass furniture and mirror-clad 
 
89 To my knowledge there is no available translation into English from the original French of Dolto’s publication. 
Although there is an introductory text in English to the work of Dolto (see Hall et. al. 2009), I have found some 
of the content to be confusing. A case in point is the retelling of the current quote here, where the contributing 
author, Claude Boukobza, describes the contracted guardian as “a young English woman whom the child did not 
know and who spoke English with an accent she did not recognize” (Boukobza 2009:96). Notwithstanding Dolto’s 
use of the term “l’américain” as opposed to “l’anglais” when stating the guardian’s inability to speak English, 






walls. She lived in the United States, and up until the age of two and a half was a 
perfectly healthy child who laughed, played, and spoke. In France, after two months 
in the hotel, with a person contracted to look after her who she did not know, she 
transitioned into a schizophrenic child. She became lost, dispersed, within the space 
of that unfamiliar room, among segments of bodies made visible all around her in the 
mirrors, glass-doors, and table-legs; fragmented throughout this space devoid of a 
friendly presence. Her parents devoted themselves to visiting Paris, while leaving her 
with a guardian unacquainted to her as much as to them, and who did not speak English 
(Dolto 2010:119-20).90  
 
It follows, therefore, that Dolto emphasised the necessity for a guardian to direct the Mirror 
Stage and structure the experience of the unity of a body symbolically; thereby reaching that 
moment of realisation: “I am that”. The Mirror Stage – which, incidentally, from a 
psychoanalytical perspective Dolto considered more like an acknowledgement of the subject’s 
narcissism than any kind of ‘stage’ per se – presents to the subject the motoric integration of 
his own body (see Dolto 2010:119). Both the Mirror Stage and the mother-mirror accordingly 
collaborate. The consistency of the guidance principle solidifies an identification with the 
 
90 My translation from both the original French text and official Spanish translation of the original French text. 
Original French: “Ce qui peut être dramatique, c’est qu’un enfant auquel fait défaut la présence de sa mère, ou 
d’un autre vivant, qui se reflète avec lui, en vienne à ‘se perdre’ dans le miroir. 
Telle cette enfant devenue schizophrène à deux ans et demi parce qu’elle avait été mise dans une chambre 
d’hôtel où tous les meubles étaient en glaces, et les murs recouverts de miroirs. Elle était, jusqu’à deux ans et 
demi, vivant aux Etats-Unis, une enfant tout à fait saine, qui riait, jouait, parlait ; en France, au bout de deux 
mois d’hôtel, avec une personne engagée pour s’occuper d’elle et qu’elle ne connaissait pas, on en a fait une 
enfant schizophrène. Elle s’est perdue, éparpillée, dans l’espace de cette chambre inconnue, en bouts de corps 
visibles partout, dans les miroirs, dans la glace des portes, dans celles des pieds de table ; morcelée dans tout 
l’espace et sans présence amie. Ses parents étaient occupés à visiter Paris, pendant qu’ils la laissaient à une 
gardienne inconnue d’ell comme d’eux, et qui ne parlait pas l’américain” (Dolto 1984 :148). 
Original Spanish translation: “Lo que puede ser dramático es que un niño al que le falta la presencia de su madre 
o de otro ser vivo que se refleje con él acabe «perdiéndose» en el espejo. Como esa niña que se volvió 
esquizofrénica a los dos años y medio porque fue instalada en una habitación de hotel donde todos los muebles 
eran de cristal y las paredes se hallaban recubiertas de espejos. Vivía en los Estados Unidos y hasta los dos años 
y medio era una niña perfectamente sana, que reía, jugaba, hablaba; en Francia, al cabo de dos meses de hotel, 
con una persona contratada para que se ocupara de ella y a quién ella no conocía, se la convirtió en una niña 
esquizofrénica. Se perdió, dispersada, en el espacio de aquella habitación desconocida, en trozos de cuerpos 
visibles por todas partes, en los espejos, en el cristal de las puertas, en los de las patas de la mesa; fragmentada 
por todo el espacio y sin presencia amiga. Sus padres se dedicaban a visitar París, dejándola con una guardiana 






subject’s own body. “It is not sufficient realistically that there is a flat mirror present. It counts 
for nothing if the subject is in fact met with the absence of a mirror of his self in the other” 
(ibid.)91. That is to say, the experience of the Mirror Stage under the rubric of the guidance 
principle introduces the infant to an image of his self. Even when looking in the mirror 
concurrent with “the presence of his mother or of another living being that is reflected with 
him” (Dolto 2010:119)92; when the infant fixes his eyes upon the guardian outside the mirror 
once more there is continuity by virtue of the affirmation found in the experience of the mother-
mirror that returns this look again as per Winnicott’s theory above. In combination with the 
Mirror Stage, the mother-mirror, among Others, nurtures the structuring process of the infant’s 
autonomy, identity and insertion into the world around him. 
 
There is, undoubtedly, a somewhat disorientating aspect to the above experience. Similar to 
Lacan’s alienation theory, Dolto describes this by means of a symbolic gap that manifests upon 
the inadaptation of the image of the body onto the corporeal schema: 
 
In speaking of this gap, of this chasm, I refer to […] a strange optic relationship, a 
discordance, that serves as a living mask – more or less ever-traitorous – for what is 
felt by the subject. The subject discovers therefore, with respect to the other, that he is 
not authentic beyond his unconscious image of the body […] (Dolto 2010:122).93 
 
 
91 My translation from the official Spanish translation of the original French text. Original Spanish translation: 
“No basta con que haya realmente un espejo plano. De nada sirve si el sujeto se confronta de hecho con la falta 
de un espejo de su ser en el otro” (Dolto 2010:119). 
92 My translation from the official Spanish translation of the original French text. Original Spanish translation: 
“[…] la presencia de su madre o de otro ser vivo que se refleje con él” (Dolto 2010:119). 
93 My translation from the official Spanish translation of the original French text. Original Spanish translation: 
“Al hablar de este agujero, de esta hiancia, me refiero [...] a una relación escópica extraña, discordante, que 
sirve como máscara viva, siempre más o menos traicionera, para lo que es sentido por el sujeto. El sujeto 
descubre entonces, con respecto al otro, que él no es auténtico más que en su imagen del cuerpo inconsciente 






Again, this is consistent with Lacan’s notion of a “fiction” outlined above that he ascribes to 
the real body image in the mirror. Accordingly the feeling of authenticity as Dolto explains is 
more accurately ascribed to the “image of the body”, which she defined as follows: 
 
[T]he image of the body is developed as a security net with the mother, based on 
language. This net personalises the child’s experiences relating to smell, sight, hearing, 
and the categories of touch, according to specific rhythms of the maternal habitus. 
However, it does not individualise for the child in so far as a body […T]he notion of 
individualisation […] emanates from another class of experience, that of the mirror 
(Dolto 2010:121).94 
 
The specular experience of an individual image demarcated as the subject, demonstrates to the 
subject, therefore, that his image of the body is not what he experienced when seeing himself 
in the Other. A chasm is introduced that separates the symbolic wholesomeness (that was 
symbolised through language in communication with the mother) from the mirror image that 
so delineates the subject. This chasm is instated as a mask that veils the presence of the Other 
to thereby foster a process of identifying with the subject’s own mirror image. What was once 
whole and authentic, upon the surprise introduction of the mirror image must now become 
reconstituted. For this reason, the subject thenceforth seeks an identity that exhibits authenticity 
and wholesomeness that compensates for the overall process of alienation. Negotiating this 
chasm, or mask, constructs those variations of appearances the subject musters to face the 
world. 
 
94 My translation from the official Spanish translation of the original French text. Original Spanish translation: 
[...] la imagen del cuerpo se ha elaborado como una red de seguridad con la madre fundada en el lenguaje. 
Esta red personaliza las experiencias del niño, en cuanto al olfato, la vista, la audición, las modalidades del 
tacto, según los ritmos específicos del habitus materno. Pero no individualiza al niño en cuanto a cuerpo; [...] la 






4.2 A Dancer in the Mirror 
The process involved in the creation of the professional dancer as introduced in Section 3.1 of 
Chapter 3 allows us to revisit the Mirror Stage anew as a dancer-specific Mirror Stage. As 
Foster has pointed out, typically “a dancer spends anywhere from two to six hours per day, six 
to seven days per week for eight to ten years creating a dancing body”  (Foster 1999:236). As 
ought to be clear by now in the case of the Danza Española dancer, a majority of this schedule 
is spent in front of the mirror as part of meticulous training. In Section 4.2, I examine the sub-
category of research questions outlined in this chapter’s introduction through an analysis of my 
collected ethnographic interviews. The first of this category of questions is necessarily 
introductory: What is the dancer’s relationship with the mirror in Danza Española? 
Unavoidably, I have addressed this question from a personal practical perspective when 
introducing my autobiographical experience in Chapter 1. Correspondingly, and by way of 
introducing the broader cultural context that has motivated my focus in this chapter on a Danza 
Española dancer’s potential relationship with the mirror image in terms of body identity, I 
present insightful feedback that I recorded from an ethnographic perspective concerning my 
interviewees’ relationship with the mirror in practical terms also. 
 
When considering the practicalities of mirror use at the level sought within the context of the 
dance industry under analysis, my question above essentially translates into a query concerning 
the relationship that might develop with respect to seeking out visual-based corporeal lines 
tailored to a definition of Danza Española within the context of a regulated genre that forms 
part of an official conservatory system. Mayte (March 2016) provided a particularly insightful 







At the beginning they [the young beginner Danza Española students] give the 
impression of being military, and what’s more, that is what is sought to a degree. The 
child must learn musically how to imitate temporally. That is, you cannot ask of a 
young child to express; because if he is to consider expression he loses focus on 
making sure everything is correctly in its place. He would need to be very focussed. 
Therefore, in the first instance, we seek the military discipline during the initial 
courses. That is to say, somewhat academic: the knave, the knight, the King.95 When 
you see that he has achieved that – that it occurs in a more organic manner – that is 
when you ask him to resume that trace of… you see because all these children who 
come here, upon doing the entrance tests that we design, we require a small 
improvisation from them, and the artist within is visible there and then. What happens 
is that when they enter, we take that away from them. In some way, within all that 
methodology of dance, that discipline and rigour of which we are discussing, we take 
that artistic trace away from them. Later, at the end of class, always we try to give a 
little bit, just so that they don’t lose that trace. A little dance, a little something more 
enjoyable, more organic, more dancistic, improvised; we have them play. So that we 
have a little bit of the discipline and another little bit of the other (March 17, 2016; 
Mateos Morante Personal Archive).96 
 
The construction of a disciplined genre-specific dancing body first, before the fleshing out of 
artistic qualities organic to each individual dancer later, is of interest. The process is dominated 
by the presence of the mirror that yields a strong command therefore over the limits of the 
creative process. The relationship with the mirror during dance training is something other 
 
95 “The knave, the knight and the King” is a phrase in Spain that corresponds with the numbers 10 to 12 in the 
Spanish deck of cards. The order is a given, and therefore the phrase signifies something that holds an 
unquestionable structure.  
96 My translation. Original transcription: Al principio parecen militares, y es más, se busca un poco eso. El niño 
tiene que aprender musicalmente a imitar temporalmente. Quiero decir, tú a un niño pequeño no le puedes pedir 
que exprese; porque si está en expresar, no está en que todo esté colocado. O sea, tiene que estar muy 
concentrado. Entonces, primero, en los primeros cursos buscamos un poco más la disciplina militar. Por decirlo 
de alguna manera, académica: ahí de sota, caballo y rey. Y cuando tú ves que ya lo tiene, – que le sale de una 
manera más orgánica – es cuando le pides que retome el punto de… O sea, porque todos los niños que vienen 
aquí, cuando te hacen la prueba de acceso que les hacemos, les mandamos hacer una pequeña improvisación, y 
el que es artista, ya se le ve. Lo que pasa es que cuando entran a bailar, se lo quitamos. De alguna manera ese 
punto artístico, en todo lo que es la metodología de la danza, esa disciplina y ese rigor del que estamos 
hablando, ahí se lo quitamos. Luego, al final de la clase siempre intentamos dar un poquito de… justamente para 
que no pierdan ese punto.  Algún bailecito, alguna cosa que sea más divertida, más orgánica, más bailada, 






interviewees observed, especially during the formative years of the dancer who reaches a 
professional standard. Antonio Najarro [AN] expanded on this theme during my 40-minute 
interview recorded in his large open-plan office at the Ballet Nacional de España (May 2016): 
 
AN: The mirror accompanies the dancer from whence he began his training. The 
most important aspect of the mirror – and to boot it is something that is never 
impressed upon you by the dance master – is to seek out the significance of 
the mirror and explore it as an aid to your learning. Above all for your learning; 
not quite when you have become a professional; above all during your 
learning you explore it as an aid rather than that which is foremost. It is an 
aid. This aid supports you during learning, to learn and observe your body 
that must acquire forms and positions that are totally unnatural; the majority 
of these, above all while you are learning. When you are learning you have to 
force your body to adopt, for example in Danza Española, an en dehors – what 
we term en dehors which is the opening of the hips – to close the fifth position, 
to complete the passé position, to perform pirouettes. All of these, in general, 
are unnatural movements and they contravene the natural movement of the 
body. You are forcing your body in a negative manner, in a … 
RMM:  Is it like a friction? 
AN:  It is a friction, undoubtedly. It is a friction that when conducted well with a 
good foundation and good instruction at every level – not only postural, but 
also relating to energy and sensations – this friction does not become 
sufficiently fierce to cause a lesion that would prevent you from carrying out 
your profession. […] Accordingly, in the mirror as a child, you look at the 
Master, because that way you have things far easier. The visual of the Master 
reflected in the mirror before you, there for you to copy; what you are seeing 
is your body in movement. Your body needs to adapt, in the majority of cases, 
to movements you never before performed. Therefore, these new movements 
need to be assimilated by the retina, and once you have seen them captured in 
the mirror… 
 I am speaking principally of when you are a child because when you are a 
child you do not have a functionality to allow for the understanding of 
sensations and energy. It is more about copying, copying. Not the sensations. 






reference, far more so than your internal sensations (May 27, 2016; Mateos 
Morante Personal Archive).97 
 
It is interesting how Antonio seems somewhat wary of the relationship spawned with the mirror 
on the one hand, and yet on the other hand seems comprehensive toward its role in dominating 
the early formative years of the dancer. Essentially, in the conservatory system, one learns from 
very early on how to silence the internal sensations of the body as it has arrived ready-formed 
from outside the dance studios. Inside the dance studios, a body is formed anew that is 
commanded from a visual representation; that which is projected from the mirror. The 
unnatural movements that must be copied visually rather than sensed – foreign already to the 
learner’s existing corporeal conduct – are re-anthropomorphised out of the new corporeal 
image constructed in the mirror image. Only then are private artistic traces allowed to be 
absorbed. The dancer Azucena Huidobro, Assistant Director at the Ballet Nacional de España 
since 2011, summarised this process during my 20-minute interview recorded at her quiet 
office desk (May 2016). Azucena began her professional dance career at the early age of 17 
 
97 My translation. Original transcription:  
AN: [E]l espejo acompaña al bailarín desde que comienza a estudiar. Lo más importante del espejo – y es algo 
además que nunca te lo inculca el maestro – es buscarle un significado al espejo y buscarlo como un apoyo a tu 
aprendizaje. Sobre todo a tu aprendizaje; ya no cuando eres profesional; sobre todo en tu aprendizaje buscarlo 
como un apoyo no como lo principal. Es un apoyo, ese apoyo te ayuda, a cuando estás aprendiendo, aprender a 
observar tu cuerpo que tiene que adquirir formas y posiciones totalmente antinaturales; la mayoría de ellas, 
sobre todo cuando estás aprendiendo. Tú cuando estás aprendiendo tienes que forzar tu cuerpo a tener, por 
ejemplo en la danza española, un en dehors – lo que nosotros llamamos en dehors que es apertura de caderas –
cerrar las quintas, hacer passé, hacer piruetas.  Son en general movimientos antinaturales y que van en contra 
del movimiento natural del cuerpo. Estás forzando tu cuerpo de una manera negativa es una… 
RMM: Es como una agresión. 
AN: Es una agresión, por supuesto. Es una agresión que bien llevada y bien fundamentada y una buena 
enseñanza a todos los niveles – no sólo postural, también de energía, de sensaciones – esa agresión no llega a 
ser lo suficientemente fuerte como para tener una lesión que te pueda impedir hacer tu profesión. […] Entonces 
tú en el espejo, cuando eres un niño, lo que haces es mirar al maestro, porque tú al maestro lo tienes mucho más 
fácil. La visual del maestro reflejado en el espejo para tú copiar de frente; y lo que tú estás viendo es tu cuerpo 
en movimiento. Tu cuerpo tiene que adaptar, en la mayoría de las ocasiones movimientos que nunca ha hecho 
antes. Entonces esos nuevos movimientos, tu retina los tiene que asimilar y una vez que tu lo has visto plasmado 
en un espejo… Te hablo sobre todo cuando eres niño porque cuando eres niño no tienes una funcionalidad de 
comprender las sensaciones, la energía.  Es más copiar, copiar. No es de sensaciones. Ahí el espejo tiene una 






under the direction of the renowned Maestro José Granero at the Ballet Español de Madrid in 
1990. She formed part of the dance corps of Ballet Nacional de España from 1998, where she 
also appeared as soloist in many of their productions. She authored the illustrated book 
Bailando un Tesoro (see Azucena 2016) for the Ballet Nacional de España in 2016. She 
provided the following insight relating to the process outlined above: 
 
Dance at the beginning is copying, above all, and later, once assimilated, you lend it 
your own substance. But you must have things clear and have the ability to reproduce 
that which is sought, a port de bras or whatever it might be. That is fundamental. 
There are those who assimilate it immediately and those who don’t. But it is 
fundamental, and if you have a mirror then you have it all in there (May 25, 2016; 
Mateos Morante Personal Archive).98 
 
It is interesting how professional dancers are conditioned to continually seek instruction from 
their mirror image when learning the fundamentals of choreographies too. Dancer, 
choreographer, dance master and current Head of the Department of Danza Española at the 
Escuela Profesional de Danza de Castilla y León, Valladolid, Carmen Orta also spoke of the 
dependency on the mirror image when it comes to tracing the corporeal lines of movements. 
Carmen is yet another successor of Mariemma’s pedagogical system, from whom I received 
part of my training at the Centro Coreográfico Mariemma, who has performed as part of 
various theatrical, opera, and television productions in Europe. During my 66-minute interview 
to camera at the same mirror-clad dance studio as her colleague Mayte Bajo above, she 
provided two important concepts below regarding the conditioning of the Danza Española 
dancer (Mar 2016): 
 
98 My translation. Original transcription: La danza al principio es sobre todo copiar, y luego ya asimilarlo y 
darle tú tu contenido. Pero tienes que tener claro y poder reproducir lo que te están haciendo, osea un port de- 
bras o lo que sea. Y esto es fundamental. Hay gente que te lo capta a la primera, y gente que no. Pero esto es 






Clearly the image of the dancer for that person, who is within that dancer, draws a 
great deal of attention because you are forming your body. The body of that person is 
forming within lines that you are constantly referencing. You are constantly 
comparing whether or not your lines coincide with what is sought in the class, or with 
the example that is provided. Not only with the dance master but with any other 
colleague.99 
[…] 
Dance enters from the eye […] the perception of the line definitely is through the eye. 
[…] The line that you form in your mind using the information that you receive is 
continually locked in conversation with your own body (March 17, 2016; Mateos 
Morante Personal Archive).100 
 
The system of learning presented here situates the mirror as a primary site for transmission. 
The weight of the image in the mirror bears upon the dancer and solicits uncompromising 
reciprocity. During my conversation with Cristina Visús, répétiteur at the Ballet Nacional de 
España (BNE), she recalled one particular audition that revealed somewhat the extent of the 
dancer’s dependency on the mirror for learning even among those at a professional level. 
Cristina is conservatory-trained in both Danza Española and classical ballet, and was but a few 
months attending the BNE School before joining the company as a professional dancer in 1986. 
There, she occupied the roles of soloist and principal dancer under various renowned directors 
and choreographers until 2003, and more recently returned to the BNE in 2011 to take up her 
current position as répétiteur. During my 44-minute interview recorded in the lobby of the BNE, 
she recounted as follows (May 2016): 
 
 
99 My translation. Original transcription: Claro que la imagen del bailarín para la persona, que está dentro de ese 
bailarín, pues te llama muchísimo la atención, porque estas formando tu cuerpo. El cuerpo de esa persona se está 
formando dentro de unas líneas que estás todo el rato comparando. Estas todo el rato comparando si tus líneas 
coinciden con lo que se exige en clase, o con el ejemplo que te ponen. Ya no solamente del maestro sino de 
cualquier otro compañero. 
100 My translation. Original transcription: La danza te entra por el ojo […] pero la percepción de la línea sí que 
es por el ojo ¡eh! (...) La línea que vas formando en tu mente con la información que vas recibiendo esta 






When we learn a passage, it is by far and away easier to learn it by means of the mirror 
than without it. I believe it owes to when we were little. From thence we were taught 
that by looking at the mirror, at the reflection of the person, you learn far better. I will 
give you an example. Last year during the auditions [for the Ballet Nacional de España] 
held here, Antonio [Najarro] closed the curtains [of the mirrors] all the time. I’m not 
sure if this will be the case this year, but I will be proposing it, as I conduct part of the 
auditions. People took far more longer when learning the passages. Even if I position 
myself here, with the reflection you know your right from your left; when I position 
myself here, we are not accustomed to it. That is why I use the mirror, because it is far 
easier to learn these things and to see these things than without the visuals. It’s for that 
reason; and that is an obsession; it’s tradition. From when we were little they taught 
us like that (May 26, 2016; Mateos Morante Personal Archive).101 
 
The mirror image therefore, can be the dancer’s very compass; the metric that not only gauges 
assimilation but summons it. And so what is a dancer’s relationship with the mirror in Danza 
Española? Seemingly it can be one of reliance when it comes to the early formation of the 
dancing body, which may result in it transforming into a constant tool used during professional 
episodes of choreographic transmission thereafter. Perhaps already it is the mirror image that 
is at least the metric toward which the dancing body is both formed and subsequently sustained. 
 
4.2.1 The Mirror Stage Revisited through the Formation of the Dancing Body 
To re-emphasise, my focus here is on a professional dancing body created in front of the mirror. 
A cursory review of the previous chapter will remind readers of the differences experienced by 
 
101 My translation. Original transcription: Cuando aprendemos un paso, es mucho más fácil aprenderlo por el 
espejo que no aprenderlo aquí. Porque yo creo que es desde pequeños. Desde pequeños nos han enseñado que, 
mirando al espejo, al reflejo de la persona se aprende muchísimo mejor. Mira te voy a poner un caso. El año 
pasado en las audiciones que hubo aquí [en el Ballet Nacional de Espana], Antonio [Najarro] cerró las cortinas 
[del espejo] todo el rato. Este año no sé si va a pasar lo mismo, pero se lo voy a proponer, yo hago parte de las 
audiciones. La gente tardó muchísimo tiempo en aprenderse los pasos.  Porque, aunque yo me ponga aquí, en el 
reflejo tú sabes cuál es el derecho o el izquierdo; cuando te pones aquí, no estamos acostumbrados. Por eso yo 
utilizo el espejo, porque es mucho más fácil aprender las cosas y ver las cosas que no visual. Es por eso y eso es 






dancers at their local dance schools versus the professional-focussed conservatories. The latter 
formalised context is of interest to this thesis, wherein a particular kind of relationship can be 
established with the mirror. A relationship not unlike that presented above throughout Section 
4.1 that is actuated and conducted by a guidance principle; this time the role of “mother” 
occupied instead by the dance master (see Chapter 3; Section 3.1.3).   
 
Following on from Section 4.1, the guidance principle highlighted in Chapter 3 concerning 
conservatory methods of instruction from the mirror, now gains a fresh perspective. The Mirror 
Stage outlined above in Section 4.1.3 has emphasised the fundamental need for guidance from 
a guardian if an infant is to successfully identify with his real body as presented to him in the 
mirror (see Section 4.1.4). Correspondingly, Chapter 3, Section 3.1.3 has emphasised the 
fundamental need for guidance from a dance master as that Other in the mirror if a dancer is to 
successfully identify with her real dancing body. Just like Dolto’s concept of the infant’s image 
of the body preceding the infant Mirror Stage (see Section 4.1.4); the dancer in the mirror-less 
local dance school equally “believes she’s doing it like you but she’s not!” – to quote the quasi-
fictional voice in Mayte Bajo’s anecdote earlier (see Chapter 3; Section 3.1.3). The appropriate 
exploitation of the mirror is a key element in forming a professional dancing body in Danza 
Española. And dance masters and professional choreographers alike interviewed in Chapter 3 
all demonstrated an unwavering commitment to the mirror as part of their instruction 
methodology when forming suitable dancing bodies and pristine dance movements (see 
Chapter 3; Section 3.1). 
 
Pedro Ramírez Rey highlighted above how dance instructors in the conservatory system 
“instruct from the mirror”. Elvira Andrés corroborated this in her assessment of Mariemma’s 






the medium of the mirror only, but also she looks at herself: “The medium within which you 
communicate with yourself” (see above). As a result, a dancer may assimilate dance from the 
mirror, wherein the image of the dancing body becomes a specular instructor as part of an 
alienating experience similar to that described by Lacan’s Mirror Stage (see Section 4.1.3). 
Unlike the healthy balance outlined by Dolto where the mother-mirror, along with additional 
such reflections perceived by the subject in Others, combine with the Mirror Stage to nurture 
the structuring process of the infant’s autonomy, identity and insertion into the world around 
him; a dancer trained in front of the mirror often must commit to the actual mirror reflection 
far more obsessively. África Paniagua [AP] recounted an interesting consequence to what can 
only be described as an extreme familiarity with the reflected image as follows (May 2016): 
 
[W]hen I recall myself being younger, I remember that I attached a lesser importance 
to the mirror. According as I grew up through the conservatory system I felt the mirror 
as something that had more got to do with me. At the beginning you note it [the mirror] 
as something that is in the ballet studio. That is, I mean to say: the barres are there; the 
floor is there; the mirror is there. As you go through the years studying ballet, the 
mirror no longer counts as something in the studio and becomes something that you 
are. As in, your own image of yourself is there. It is not an item of furniture. It is not 
one element more of the studio. It is something that has to do with your corporeal 
proprioception. I don’t know. You are you. It is like your progression. Or, what you 
do poorly is there; it is not in you. It is not inward looking; all that you are is outward 




102 My translation. Original transcription: [C]uando me recuerdo más pequeña, recuerdo una importancia menor 
en el espejo. A medida que fui creciendo en el conservatorio, sí que notaba el espejo como algo que tenía que 
ver más conmigo. Al principio lo notas [el espejo] más como una cosa que está en una sala de ballet. O sea, 
quiero decir: están las barras; está el suelo; está el espejo. Cuando vas cumpliendo años estudiando ballet, el 
espejo deja de ser algo que está en la sala y para ser algo que eres tú. O sea, tu propia imagen de ti misma está 
ahí. No es un mueble. No es un elemento más de la sala, es algo que tiene que ver con tu propiocepción 
corporal. No sé, eres tú, es como tu progresión, o lo que haces mal está ahí; no está en tu… No está mirando 






Bringing into consciousness already the somatic rendering of the body as intentionally placed 
before the mirror, a dancer encounters what I term the real corporeal schema. That which not 
only she must assume ownership of, but which she must take responsibility for and account for 
its lack of authenticity as a visual physical entity alienated from its own ideal. Through 
meticulous training, a process of individuation and corporeal identity as a dancer unfolds. 
Therefore, at the outset, the real corporeal schema is that which is closer to Dolto’s 
understanding of “body schema” as an instrument that mediates between the subject and the 
world in a generalised rather than idiosyncratic way. Dolto described it as follows: 
 
The body schema determines the individual insomuch as a representative of the 
species; regardless of location, era, or the conditions of life. This body schema will be 
the active or passive interpreter of the image of the body; in the sense that it allows for 
the objectification of intersubjectivity, for a libidinal reaction based on language, for 
relations with others; and without it, without the support that it represents, the 
individual would be forevermore an incommunicable ghost (Dolto 2010:21).103 
 
Out of an increasing hyper-dependency upon the specular image, a professional dancer’s 
identity, I argue, can be perpetually defined by a Mirror Stage of sorts. An asymptotical process 
is initiated thus, which foments an experience of the corporeality of that dancer as forever 
condemned by the fictional codification of identity; the specular image constantly reveals an 
anticipation of this dancer’s identity in its idyllic wholeness. This is something África 
 
103 My translation from the official Spanish translation of the original French text. Original Spanish translation: 
El esquema corporal especifica al individuo en cuanto representante de la especie, sean cuales fueren el lugar, la 
época o las condiciones en que vive. Este esquema corporal será el intérprete activo o pasivo de la imagen del 
cuerpo, en el sentido de que permite la objetivación de una intersubjetividad, de una reacción libidinal fundada 
en el lenguaje, relación con los otros y que, sin él, sin el soporte que él representa, sería, para siempre, un 






encountered in her experience within a conservatory system of formalised dance practice also 
(May 2016): 
 
AP:  I have an image and an idea, and I must close in on that rather than on a real 
search for that movement. 
RMM:  When you say “real”? 
AP:  When I say “real” I am referring to something physical. 
RMM:  To the body? 
AP:  To the body; to the sensation. Not to the visual, like an image, idea, or 
prototype. As something external to you; not as something internalised inside 
you (26 May, 2016; Mateos Morante Personal Archive).104 
	
What the dancer in the scenario above may be closing in on, is the “ideal corporeal ego” as that 
which may sustain the identity of that professional dancer. “Ideal corporeal” in the sense that 
this specular image functions as an ideal projection. “Ego” in the sense that this created body 
– built exclusively in front of, and sustained by, the mirror image – is linked to an identity that 
is exclusive to each professional dancer. Given the dependency on the mirror image for a 
dancer, the ideal corporeal ego might be tremendously alluring. To the degree that a dancer 
can become locked in a vision of their dancing body above a sensation of their dancing body. 
This is something Antonio Najarro [AN] often is propelled to disturb while choreographing 
ensemble passages in particular. He explained (May 2016): 
 
 
104 My translation. Original transcription:  
AP: [Y]o tengo una imágen y una idea y a eso tengo que acercarme. En vez de una búsqueda real de ese 
movimiento. 
RMM: Cuando dices ¿“real”? 
AP: Cuando digo real, me refiero a algo físico. 
RMM: ¿Al cuerpo? 
AP: Al cuerpo; a la sensación. No a lo visual, como imagen, como idea, como prototipo. Como externo a ti; no 






When you are in front of a mirror with a group, there are often things that work very 
well. For instance to build a general vision. That is something the dancer never does, 
never. The dancer, when he has a mirror, and although 40 are there dancing, he is 
looking at himself; at himself to perfect his movement. The dancer is very narcissistic. 
Narcissistic in every sense: on a physical level and on a dancistic level also. He is 
forever trying to dance better, be better, feel better in movement. In a very 
individualistic manner. Very seldom would he – in a group movement – make ‘pum’ 
[gestures toward an awareness of, and solidarity with, ones surroundings] (27 May, 
2016; Mateos Morante Personal Archive).105 
 
It is important to contextualise the concept of narcissism used by Antonio above. The dancer 
in question in the mirror is narcissistic only in relation to her identity as a dancer; not in relation 
to her identity as her self. Antonio emphasised this elsewhere in our interview when he declared: 
“When I look at myself in the mirror in a studio, it is for my physical body as a dancer and my 
movement as a dancer. It is for my profession”.106 This narcissism is directed toward the ideal 
corporeal ego. What is fascinating is that upon reaching a professional level, the ideal 
corporeal ego can be sought and discovered in the mirror first; within the visual image of the 
dancer herself, isolated by her own gaze inside the mirror. Mariló Uguet [MU] would seem to 
touch on the process of individualisation found in the asymptotical relationship between the 




105 My translation. Original transcription: Cuando tú estás frente a un espejo con un grupo, hay muchas veces 
cosas que funcionan muy bien. Como hacer visión general que eso ¡nunca! lo hace el bailarín, nunca. El bailarín 
cuando tú tienes un espejo, aunque estén bailando cuarenta, se está mirando a él; a él para perfeccionar su 
movimiento. Es muy narcisista el bailarín. Narcisista en todos los sentidos: a nivel físico y a nivel de baile 
también. Siempre está intentando bailar mejor, estar mejor, sentirse mejor en el movimiento. De manera muy 
individual. Muy pocas veces hace – en un movimiento grupal – hace ¡“pum”! 
106 My translation. Original transcription: Cuando yo me miro en un espejo en un estudio es por mi físico 






[A]lways you are seeking not only that image, but whether your body is doing that 
which you want. I believe that in that sense the mirror is hugely important for the 
student, for anyone, for the dancer. Here, it is you who must know – every body is 
different and every body gives a distinct image – and it is you who must look for 
yourself (24 May, 2016; Mateos Morante Personal Archive).107 
 
And so to reference my research question directly: Can a dancing body ultimately become 
sustained by its specular image? Considering the arguments and ethnographic contributions 
above, a dancer in the mirror is in many ways consistent with that process during the infant 
Mirror Stage of identifying with a real and unique corporeal image revealed by way of guidance. 
However, because of a professional dancer’s perpetual contact with the mirror together with 
the demands of the corporeal nature of her art, there exists a heightened will to return to the 
mirror the authentic image of the body (or what I term in the context of the dancer’s experience, 
ideal corporeal ego). While emphasising the experience of the mirror as a dancer over that of 
regular contact with the mirror outside dance, Pedro Ramírez Rey admitted (May 2016): “You 
have to be perfect, perfect! And perhaps there are things that are not perfect, but you try to find 
the pathway by seeing yourself in that which is approximately perfect within the canons that 
are demanded” (25 May, 2016; Mateos Morante Personal Archive).108 A dancer’s identity can 
well be found, therefore, in that play of the real corporeal schema tending toward the ideal 
corporeal ego in the mirror.  
 
 
107 My translation. Original transcription: [S]iempre estás buscando no solamente si esa imagen, sino si tu 
cuerpo está haciendo eso que tú quieres. Yo creo que en ese sentido es superimportante el espejo para el 
alumno, para cualquiera, para un bailarín. Ahí, si que tienes tú que saber – cada cuerpo es diferente y cada 
cuerpo da una imagen distinta – y tú tienes que buscarte a ti mismo. 
108 My translation. Original transcription: ¡Tienes que estar perfecto, perfecto! Y a lo mejor hay cosas que no 
están perfectas pero tu intentas buscarte el camino viéndote en que estén más o menos perfecto dentro de los 






4.2.2 A Dancer’s Identity in the Mirror 
Considering, with respect to a Danza Española dancer, this inter-corporeality within oneself, I 
set about in this section, consistent with my objective to tackle my stated research question, on 
evaluating the consequences for the dancer discussed above who constantly builds their 
professional identity as a dancer in front of the mirror. Considering this professional dancer, I 
argue that the ideal corporeal ego is that which the real corporeal schema reaches for; as if the 
ideal corporeal ego is a specular instructor who anticipates the pursuing real corporeal schema, 
always lagging ever so fractionally behind. Under this asymptotical relationship, the trajectory 
of the real corporeal schema is toward its own perfection, shown it by the ideal corporeal ego 
as made visible to the dancer from inside the mirror. This, of course, is once again that 
alienating movement from insufficiency to anticipation; that establishing of a fictional pathway 
as expressed in Lacan’s Mirror Stage (see Section 4.1.3). This is why I suggest that a 
professional dancer’s identity can be established in relation to a body apart, created in the 
mirror. Indeed, it is as if a dancer might perpetually experience a Mirror Stage of sorts.  
 
During my fieldwork, many dancers spoke of the challenges their relationship with the mirror 
brings. Miriam Mendoza [MM], another soloist dancer at the Ballet Nacional de España (BNE), 
sounded her regret at the level of dedication to the mirror in her early professional training. 
Miriam graduated from the Real Conservatorio Profesional de Danza before entering the BNE 
School in 2006. She joined various professional Dance Companies (such as Compañía Aída 
Gómez and Compañía de Rafael de Aquilar) before forming part of the dance corps of the 
Ballet Nacional de España in 2010, and subsequently progressing to soloist in 2012. During 
my 13-minute interview in the lobby of the Ballet Nacional de España, she stated (May 2016): 






mirror” (27 May, 2016; Mateos Morante Personal Archive).109 Even today as a professional 
dancer, Miriam endeavours to compensate for her dependency on the mirror. As part of final 
preparations for stage productions – as discussed in more detail below – it is usual for dance 
companies to either turn away from the mirror or pull curtains across them. In the run-up to 
this inevitability, Miriam pre-empts the difficulties experienced during the enforced transitory 
rehearsals that re-imagine the studio space as a theatre stage by telling herself (ibid.): “Come 
on, feel this for real yourself; dance it for real yourself.”110 Extracting oneself from the fiction 
that is the dancer’s Mirror Stage would seem to require a deliberate effort on the part of many 
of the interviewees I recorded. 
 
This experience, of course, can vary among dancers. Mayte Bajo [MB], for example, conveyed 
her comparative comfort in progressing from visual image to corporeal sensation. She implied 
a relatively smooth process from one context to the next as follows (March 2016): 
 
Well, at first it was an image up until I had not gained control over my body, over the 
space; it was not a sensation. […] In the first instance we cling to an image. However, 
once you understand that this passage can be converted into a sensation and all that 
your body can transmit when there is something more, it stops being only an image 
(17 March, 2016; Mateos Morante Personal Archive).111 
 
Antonio Najarro professed something similar, but credited his dance masters with imparting 
this as a skill not obviously shared widely among practicing Danza Española professionals. 
When I asked if he had developed this ability early on before being confronted by the demands 
 
109 My translation. Original transcription: Me hubiese encantado que desde pequeña ya, más tiempo, hubiésemos 
trabajado sin espejo. 
110 My translation. Original transcription: Venga, o sea, siéntelo tú de verdad, bailalo tú de verdad. 
111 My translation. Original transcription: Pues, primero era una imagen. Hasta que no he tenido un control sobre 
mi cuerpo, sobre el espacio, no ha sido una sensación. […] Primero nos agarramos a la imagen, pero una vez 
que sabes que ese paso se puede convertir en una sensación y todo lo que tu cuerpo transmite cuando hay algo 






of the professional stage, he replied (May 2016): “Yes, but because I had very good masters. I 
had that luck to have very good masters who often showed my back to the mirror” (27 May, 
2016; Mateos Morante Personal Archive).112  Returning to my conversation with Miriam, 
whose experience, as I mentioned before, seemed more consistent with most of my other 
interviewees, I asked her if she believed her identity as a dancer in some way resided in the 
mirror as a result of her formation typical for this genre. She replied insightfully (May 2016):  
 
It pains me to say that perhaps yes it does. That many of us do have an identity there. 
When we look at ourselves, there are times we like ourselves and there are times we 
don’t. It pains me. I try not to have it so. I wouldn’t like to think that that identity of 
mine as a dancer is there; I wouldn’t like to think that. However, it is true that we live 
a great deal of our time looking at ourselves; a great deal. I would like to say that my 
identity is on the stage and in my sensations – and above all in sensations because that 
is nicest. That is, you look at yourself to be correct aesthetically for a context, but that 
we dance by way of our sensations. I believe that is the most truthful. And it is true 
that the aesthetic element has to be there; dance also has to be beautiful; it has to be 
aesthetically pleasing. But it has to transmit and it has to create sensation and build 
things. And that, at times, is not created by looking at yourself in the mirror (27 May, 
2016; Mateos Morante Personal Archive).113 
 
Miriam’s refreshing honesty when considering the mirror experience consistent with the genre, 
permits her to take charge of the ramifications that emerge from this kind of formation of the 
dancing body. Among other interviewees – and as mentioned also in Chapter 1 relating to my 
 
112 My translation. Original transcription: Sí. Pero porque he tenido muy buenos maestros, he tenido la suerte de 
tener muy buenos maestros. Que, en muchas ocasiones, me ponían de espaldas al espejo. 
113 My translation. Original transcription: Me da rabia decir que a lo mejor sí ¿eh? Que muchos de nosotros sí 
tenemos una identidad ahí. Cuando nos miramos hay veces que nos gustamos y hay veces que no. Me da rabia. 
Yo intento que no. No me gustaría pensar que la identidad mía como bailarina está ahí; no me gustaría pensarlo. 
Pero es cierto que vivimos mucho tiempo mirándonos, o sea, mucho. Me gustaría decir que mi identidad está en 
el escenario y en mis sensaciones – sobre todo en sensaciones porque es lo bonito. O sea, que tú te mires para 
estéticamente estar bien, pero que bailemos por sensaciones. Creo que es lo más de verdad. Porque lo estético, 
es cierto que tiene que estar; la danza también tiene que ser bonita; tiene que ser estética. Pero tiene que 






own discovery of my identity as a dancer – falling upon a realisation of the impact of a visual 
identity that can dominate over a proprioceptive identity of the dancing body has often been 
achieved by way of a detachment from their own dancing body. Maribel Gallardo [MG], a 
renowned Danza Española dancer after whom the Conservatorio Profesional de Cádiz is 
named, has occupied the role of répétiteur at the Ballet Nacional de España (BNE) since 2002. 
Before joining the BNE in 1981 – where she was subsequently appointed principal dancer in 
1985 – Maribel enjoyed a flourishing career among renowned dancers and choreographers such 
as Pilar López, Alberto Lorca, José Antonio, María Rosa, Luisillo, among others. During my 
15-minute interview with Maribel in the lobby of the BNE, she recounted her own process 
toward confronting the potential imbalance of the visual over the proprioceptive as follows 
(May 2016):   
 
RMM:  Do you recall if perhaps the dance masters directed you toward the mirror in 
some way? 
MG:  Yes, always. From 8 years of age it was all directed toward the mirror. Always. 
We observed them through the medium of the mirror. They didn’t oblige us, 
but yes, they guided us to look at ourselves, to look at them, everything through 
the mirror. 
 RMM: Accordingly, all your trajectory was conducted always in front of the mirror. 
Did you notice any change in your relationship with your own image in the 
mirror throughout the course of your artistic trajectory: as a learner; as a 
professional; as a dance master; as a répétiteur? 
MG: Yes, of course. Undoubtedly. At the beginning you don’t see yourself; you 
look but you don’t see yourself. And later with time, you learn. All of a sudden 
you recognise yourself. You know what, it makes me laugh because in the 
courses I impart – I hadn’t realised, but now that you are asking – I work with 
the mirror. However, without seeking the technique, but rather discovering 
ourselves. That is, in relation to expression; in relation to externalising to see 
oneself in that way. And I did not discover that until a few years ago. 
Previously, everything was based on the technique, and all of a sudden I 






I mean to say, now retired. That is, I do not dance now. Now I am focussed 
more on the others than on myself. And all of a sudden, without thinking in 
myself, but rather thinking in the others, I discovered my self. Therefore, I 
apply that a great deal because it served me well. In one determinant moment 
that I saw myself; that is, I saw myself beyond what is the technique; I saw 
myself beyond; internally. Accordingly I do work at the end of classes, 
normally I work on that looking at ourselves. I speak to them and say: ‘Now 
look at yourselves, love yourselves’ In short, in some way discover your self 
– not superficially as it was with the mirror (26 May, 2016; Mateos Morante 
Personal Archive).114 
 
Maribel’s discovery has encouraged her as a répétiteur to recalibrate the relationship fomented 
with the mirror among her students in a manner that is fundamentally different to that which 
she experienced as a dancer herself. That traditional experience has been shown to potentially 
provoke a dancer’s identity (formed as per a dancer Mirror Stage) to be maintained separate to 
that of the dancer as subject (formed as per Lacan’s infant Mirror Stage). In such cases, a 
dancer’s identity as dancer is created anew in front of the mirror. As Miriam Mendoza stated 
plainly during my interview with her (May 2016): “The mirror in the dance school is my 
reflection of the dancer; and the mirror in my house is the reflection of me as a person” (27 
 
114 My translation. Original transcription:  
RMM: ¿Recuerdas si a lo mejor los maestros, de alguna manera, te dirigían hacia el espejo? 
MG: Sí, siempre. A partir de los ocho años era todo dirigido hacia el espejo. Siempre. Le observábamos por 
mediación del espejo. No obligaban, pero sí nos indicaban de mirarnos, de mirarle a él, todo a través del espejo. 
RMM: Y así, toda tu trayectoría ha sido siempre frente al espejo. ¿Notas que haya variado tu relación con tu 
propia imagen en el espejo a lo largo de toda tu trayectoria artística: como aprendiz; como profesional; como 
maestra; como repetidora? 
MG: Sí, claro. Por supuesto. Al principio no te ves; miras, pero no te ves. Y luego con el tiempo, aprendes. De 
repente te reconoces. Yo, fíjate, me hace gracia porque en los cursos que yo hago, – no me había dado cuenta, 
ahora que me estás diciendo – trabajo con el espejo. Pero, no buscando la técnica sino encontrándonos a 
nosotros mismos. Entonces a nivel de expresión; a nivel de exteriorizar para verse uno mismo, así mismo. Y no 
lo había descubierto hasta hace unos años. Anteriormente, era todo basado en la técnica, y de repente descubrí 
mirándome a mí misma en un cursillo, ya de mayor – de “mayor” quiero decir ya retirada. O sea, ya no bailo. 
Ya es más centrada en los demás, más que en mí misma. Y de repente, sin pensar en mí, pensando en los demás, 
me descubrí. Y entonces, lo aplico muchísimo porque a mí me sirvió, en un momento determinado; que me ví, o 
sea, me ví más allá de lo que es la técnica; me vi más allá interiormente. Entonces sí trabajo, el final de la clase, 
normalmente trabajo el mirarnos. Les hablo, les digo: “ahora miraros, amaros” En fin, de alguna forma 






May, 2016; Mateos Morante Personal Archive)115 Yet unlike Lacan’s Mirror Stage where the 
subject develops progressively upon that aha-erlebnis experience more often beyond the mirror 
in a broader relationship with other subjects, foreign objects, and the wider world around them; 
the professional dancer is placed in front of the mirror during many hours daily forging their 
identity as a dancer. Communication with fellow dancers or choreographers is conducted 
through the mirror, thus building incessantly upon a virtual reality wherein a dancer’s identity 
might be sustained. This is a distinct kind of looking in the mirror; the hyper-reflexive gaze of 
the dancer ensures that the dancing body is observed in all of its technical detail, and 
persistently so. The extent to which this separation between the identity of the dancer and that 
of the subject is sustained can become quite drastic therefore. I spoke of this with Elvira Andrés 
[EA] (Mar 2016): 
 
EA:  For that reason I say that at a certain point I learned to not look at me, myself; 
at ‘Elvira’; at my person; if I’m beautiful or if I’m ugly; if I’m fat or if I’m 
thin. I look at Elvira; she who dances; she who moves. 
RMM:  Permit me to ask you again, and to return to identity because with what you 
are saying there is an ‘Elvira’, and there is an ‘Elvira who dances’? 
EA:  Yes, totally. 
RMM:  And I ask, the identity of the Elvira who dances, do you believe that the mirror 
holds something of her? 
EA:  Yes, of course. Undoubtedly. It is all your life looking at yourself there. That 
Elvira who dances. Yes, yes, yes. Undoubtedly. I can look at her still. I can 
look at her every day to boot, eh, dancing. At her, yes. At the other, no! I get 
angry! She’s not me! I don’t recognise her! I refuse to! She who dances, yes! 
(16 March, 2016; Mateos Morante Personal Archive).116 
 
115 My translation. Original transcription: Es que el espejo de la escuela es mi reflejo de bailarina y el espejo de 
casa es el reflejo de mí como persona. 
116 My translation. Original transcription:  
EA: Por eso digo en algún momento yo he aprendido a no mirarme a mí; a “Elvira”; a mi persona; si estoy 







And so to summarise somewhat the potential consequences for a dancer outlined in the above 
scenario therefore, who constantly builds their professional identity as a dancer in front of the 
mirror: The segregation between identities of the subject as subject and the subject as dancer 
might not only lead to the conclusion that the dancer’s identity may be experienced as that 
which resides in the mirror reflection as a visual play between the real corporeal schema and 
the ideal corporeal ego; it could lead to the realisation that this same segregation is a response 
to the causal factors of the dancer-specific Mirror Stage suggested above that shares many of 
the formative attributes of the infant Mirror Stage as outlined by Lacan. The guidance principle 
presented above does not afford the dancer the same respite and contextualisation in the real 
world outside the looking glass that is afforded the infant under normal conditions during 
Lacan’s Mirror Stage. That is, fundamental aspects of the dancer’s identity lie inside the same 
mirror that was exploited relentlessly in the formation of the dancing body itself; thereby 
creating a body apart. And yet, what does such a dancer experience once their back is turned 
and they do not see in the mirror anymore? This question is discussed in the following two 
sections relating to active professional practice and inactive professional practice respectively. 
 
4.2.3 A Dancer’s Identity Outside the Mirror 
The non-dancing body under normal circumstances does not lose its identity when not looking 
in the mirror, yet can the same surety exist in the case of the dancing body under consideration 
here? When considering the subject and the Mirror Stage, there is a clear application of the 
mirror image to the real world. Considering the dependency on the mirror image in the dancer’s 
 
RMM: Permíteme que te pregunte otra vez, que vuelva sobre la identidad, porque con lo que estás diciendo ¿hay 
una “Elvira”, y hay una “Elvira que baila”? 
EA: Sí, totalmente. 
RMM: Y te pregunto: la identidad de la “Elvira que baila” ¿tú crees que tiene algo el espejo de ella? 
EA: Sí, claro. Sin duda. Es toda la vida mirándote ahí. Esa Elvira que baila, sí, sí, sí. Sin duda. Yo a esa la puedo 
mirar todavía. La puedo mirar todos los días, además, eh, bailando. A esa sí. ¡A la otra, no! ¡Me enfado! ¡Esa no 






experience outlined above, that dancer’s identity may not persist so readily outside the artefact 
that holds the mirror image. In this section I will examine together with my interviewees the 
effects on the dancer when for one reason or another the mirror is absent during rehearsal. 
Carmen Orta provided interesting metaphors of the dancer’s experience in this regard (Mar 
2016): 
 
The barre and the mirror are crutches that, without realising it, when they are absent, 
when you remove them, they are missed. They are missed like the two wheels on a 
bicycle or a float when you enter the water. You miss that support. That pillar is no 
longer there. And it is replaced on stage, for example, by a black space that does not 
return any image. Accordingly you have to seek a support from within, as now it does 
not come from outside (17 March, 2016; Mateos Morante Personal Archive).117 
 
This feeling of being assured of an upright state in front of the mirror, of absolute buoyancy, 
became a familiar theme during my interviews at the Ballet Nacional de España where my 
ethnographic study coincided with final rehearsals of the production “Homenaje a Antonio Ruiz 
Soler”. The Ballet Nacional de España have two enormous dance studios; one in particular 
reaching the size of a full theatre space where in place of the auditorium seating stretches an 
equally enormous mirror. This mirror boasts pitch-black curtains that may be drawn across its 
entire length. It is easy to imagine the exertion required in running such a heavy curtain the full 
course of the mirror’s length. And yet every other minute either a rehearsal master was 
revealing the mirror to communicate a correction, or a dancer was exposing her reflection to 
commit to a correction. Naturally, the director Antonio Najarro on occasion was heard 
repeating: “Forget the mirror”! I asked Azucena Huidobro if this process of closing off the 
 
117 My translation. Original transcription: La barra y el espejo son muletas que sin darte cuenta, cuando no 
están, cuando lo quitas. te falta. Te falta, es como las dos rueditas de la bicicleta o el flotador cuando te echas al 
agua. Te falta ese apoyo. Ese pilar no está. Y esto se sustituye en un escenario, por ejemplo, por un espacio 







dancer’s view of the mirror was consistent with her training before entering the Ballet Nacional 
de España. She replied (May 2016): 
 
AH:  They never covered the mirror, and it strikes me as something important, very 
important. 
RMM:  Never? There during your time at the conservatory? 
AH:  I don’t remember it; that turning away. I don’t recall it as such, as it is later 
here. For example, professionally, that day when they arrived and they drew 
the curtains, it was like a void. Because you become accustomed to working 
through what you see in the mirror (25 May, 2016; Mateos Morante Personal 
Archive).118 
 
This process was described by África Paniagua as the “intermediary” stage from dance studio 
to theatre (May 2016). Again, some of my interviewees, including Mayte Bajo while recalling 
her time as a dancer at the Ballet Nacional de España, were more comfortable with the 
intermediary stage. Mayte observed this as something that forms part of professional practice, 
but without the sense of imbalance described by so many of my other interviewees. This would 
be of course consistent with both Mayte and Antonio Najarro’s comparative comfort stated in 
Section 4.2.2 above when progressing from visual images to corporeal sensations during their 
dance training. Mayte explained (Mar 2016): 
 
That is to say, the mirror is a tool that you use if you have it. If you do not have it, 
when you are by now a professional dancer, you don’t need it so much. What’s more, 
a lot of times the mirror is there; but it is as if the mirror weren’t there. So I tell you, 
in that same studio of the Ballet Nacional where we rehearsed – where we had ballet 
 
118 My translation. Original transcription:  
AH: No me taparon nunca el espejo, y me parece importante, muy importante.  
RMM: ¿Nunca? ¿Ahí en la época del conservatorio? 
AH: No lo recuerdo; el darnos la vuelta. No lo tengo tan presente, como luego aquí. Por ejemplo, 
profesionalmente, aquel día en el que llegaban y te echaban las cortinas, era como un vacío. Porque te 






classes and then later we had a rehearsal of the repertoire – you do not dance looking 
at the mirror. There is a time at the beginning when you need it a lot, but later you 
separate from it (17 March, 2016; Mateos Morante Personal Archive).119 
 
Mayte accepts the transitionary process exists, but has dominated the progression to such an 
extent that she can ignore the mirror image altogether even as it is presented in front of her. It 
is clear from my other interviews and ethnographic observation that not many share this skill; 
hence the need for the curtain across the mirror and the onus on choreographers like Antonio 
Najarro to draw it closed in preparation for the stage. Elvira Andrés has had an exceptional 
career across all professional domains of dance practice, including as a choreographer. Outside 
her own professional dance companies, she was director of the Ballet Nacional de España from 
2001 to 2004, I asked both Elvira and Antonio (the current director at the time of my 
ethnography) about this intermediary stage. Elvira highlighted both the lack of preparation in 
the conservatoires in this regard – just as Azucena Huidobro commented above – and an 
understanding of the sensations it produces among dancers. She continued (May 2016): 
 
First of all, almost nobody does this in the dance studio, practically no one. I try to do 
so, but force of habit can draw you away from it. Accordingly almost nobody does 
this in the studio, but, there comes a time when you have to move to the theatre; and 
in the theatre there are no mirrors. Therefore, obviously, the first time that you are 
there [it is a] void, truly… Additionally, [the mirror] is a limit; it returns your image, 
but it also is a limit. The agoraphobia then! In sum, therefore you have nothing in front 
of you. There is you and the void; there is you and nothing to shelter you (25 May, 
2016; Mateos Morante Personal Archive).120 
 
119 My translation. Original transcription: Es decir, el espejo es una herramienta que utilizas si la tienes. Si no la 
tienes, cuando ya eres un bailarín profesional, no lo necesitas tanto. Y, es más, muchas veces está el espejo; pero 
el espejo como si no estuviera. Por eso te digo, en la misma sala del Ballet Nacional, donde ensayábamos 
– donde hacíamos la clase de ballet y luego teníamos el ensayo de algo de repertorio – no estás bailando 
mirando al espejo. Hay un momento donde al principio lo necesitas mucho, pero luego ya te desligas. 
120 My translation. Original transcription: Primero, eso casi nadie lo hace en un aula, prácticamente casi nadie. 







This is why the intermediary stage becomes necessary. Antonio used the concept of accepting 
“responsibility” for the dancer’s own movements and the result of these movements when 
developing the skill to make such a break from the studio mirrors to the darkened expanse of 
the theatre stalls. He explained the function of the mirror to guide complex ensemble movement, 
for example, eventually needs to be extracted from rehearsals which is why he adopts the closed 
curtains (May 2016): 
 
AN:  We close the curtains to avoid that occurring, because otherwise it would be 
chaos. Otherwise the dancer who has to go running behind another and looks 
at the mirror to judge the separation between them? No, it would be chaotic 
when you place them on the stage. 
RMM:  And you close them because if not, that would occur? 
AN:  It could occur, of course. Or head-turns. Head-turns have to be worked on and 
the dancer is looking at himself out of the corner of his eye like this. Because 
of the narcissism he has – of wanting to see himself to see if it is good or 
otherwise – therefore he performs a head-turn while looking at himself out of 
the corner of his eye. A lot of things become lost (27 May, 2016; Mateos 
Morante Personal Archive).121 
 
Throughout my interviews (May 2016), early coping with the intermediary stage was described 
by many Ballet Nacional de España dancers – and even rehearsal dance masters – as “a void”; 
“nothingness”; “insecurity”; “loss”; “vertigo”; “solitude”; “angst”; or “nakedness”. 
 
en que hay que ir a un teatro; y en un teatro no hay espejos. Entonces, claro, la primera vez que tu estas ahí al 
vacío, verdad… Es que [el espejo] también es un límite; te devuelve tu imagen, pero también es un límite. La 
agorafobia ¿eh? O sea, entonces no hay nada delante de ti. Estás tú y el vacío; estás tú sin nada que te arrope. 
121 My translation. Original transcription:  
AN: Nosotros cerramos cortinas para que eso ya no exista porque es que sino sería un caos. Si no, el bailarín 
que tiene que ir corriendo detrás de otro y que se mira en el espejo para saber la separación que tiene con otro, 
¿eh? No, sería un caos cuando les metes en el escenario. 
RMM: ¿Y lo cierras porque sino ocurriría? 
AN: Podría ocurrir, claro. O cabezas. Cabezas que hay que hacer y el bailarín se está mirando de reojo así. Pero 
por el narcisismo que tiene – de querer verse a ver si está bien o no está bien – entonces hace una cabeza pero se 






Interestingly, there seems to be a mastering of the intermediary stage by these professional 
dancers rather than a complete overcoming of their dependency on the mirror image. I spoke 
with Pedro Ramírez Rey [PRR] of this process over two separate interviews (May 2016). His 
comments provide a useful summation of an experience that proved commonplace among the 
majority of professional dancers I interviewed during the intermediary stage: 
 
You are lost, because the mirror is a vice. You are accustomed to seeing yourself and 
controlling yourself all the time. In what you are doing; how you are doing it; well or 
poorly. You control everything. In the moment that they take that away from you, it is 
that experience I spoke of previously. For that reason you have to feel what you are 
doing internally. The mirror is an aid, but at the very least when they take it away, you 
have to be so secure of what you are doing because if not you will feel lost. It happened 
to me, that feeling of being lost. Or of having a choreography that perhaps you do not 
have fully prepared, and suddenly ‘clack’; they cut out the mirror. That which you 
believed you had correct, you did not have so correct.122 
[…] 
The mirror has a very positive side to it. It is a companion. An assistant to see and 
control what you are doing. However, on many occasions, perhaps technically you do 
something that in the mirror you see you are controlling and it comes off perfect and 
confidently. And suddenly, they close the mirror and you feel that you are lost. You 
feel like you cannot find even the physical axis of your body. You have vertigo, and 
it does not come off well. It does not come off because from the get-go you are lost; 
you do not find even the axis of the body. The mirror is a dependency. For that reason 
you must know how to work without it (25 May, 2016; Mateos Morante Personal 
Archive).123  
 
122 My translation. Original transcription: Estás perdido. Porque es un vicio el espejo. Estás acostumbrado a 
verte y a controlarte todo el rato. Lo que estás haciendo; cómo lo estás haciendo; si bien o mal. Lo controlas 
todo. En el momento que te quitan eso, es lo que te decía anteriormente. Por eso hay que sentir mucho lo que 
haces interiormente. El espejo es un ayudante, pero a la mínima que te lo quitan, tienes que estar tan seguro de 
lo que “tú” estás haciendo que sino te sientes perdido. A mí me ha pasado, de sentirme perdido. O tener una 
coreografía que a lo mejor no la tienes muy hecha, y de repente te hacen “clack” te cortan el espejo. Lo que 
creías que tenías bien, no lo tenías tan bien. 
123 My translation. Original transcription: El espejo tiene su parte muy positiva. Es un acompañante. Un 
ayudante para ver y controlar lo que estás haciendo. Pero, muchas veces, técnicamente a lo mejor haces algo que 







With every new responsibility of choreographed movement, the dancer’s Mirror Stage is 
revisited, only then followed by the intermediary stage used to forcibly “forget the mirror”, 
ever before the final stage is set on opening night. The challenge for the dancer who has 
experienced the formation of the dancing body almost exclusively in front of the mirror is that 
very process of extracting the dancing body from the mirror itself for stage performance. 
Pedro’s comments above speak of the security and confidence with which the mirror-vision of 
the dancing body sustains. It becomes uncertain whether the dancer (real corporeal schema) 
controls the dancing body through the mirror (“seeing yourself and controlling yourself”); or 
that the dancer’s mirror image (ideal corporeal ego) controls the dancing body from the mirror 
(“an assistant to see and control what you are doing”). The very backbone of the dancer’s 
identity (the “physical axis of the body”) seems to be trapped inside that vision of the dancer 
in the mirror. I argue, the dancing body representative of the dancer’s identity is therefore 
likewise alienated from the dancer as an “imaginary formation” along the lines of Lacan’s 
Mirror Stage outlined above (see Section 4.1.3). 
 
For this reason Antonio Najarro (May 2016) emphasises the importance of developing a 
relationship with the mirror “to have as an ally, not as something upon which you depend” (27 
May, 2016; Mateos Morante Personal Archive).124 The question remains, should the dancer 
under discussion require a deliberate process to coax, as it were, the dancing body off the mirror 
and onto the stage, then is that dancer’s identity not found in, and sustained by that very same 
mirror image? Similar to viewing an image in reverse (a mirror image in fact), it often occurs 
that the forward impetus of any particular project might reveal substantially more relating to 
 
y sientes que estás perdido. Sientes como que no encuentras ni el eje físico de tu cuerpo. Estás como con 
vértigo, no te sale. No te sale porque directamente estás perdido; no encuentras ni el eje del cuerpo. Es una 
dependencia el espejo. Por eso hay que saber trabajar sin él. 






the inverse of the process than to the original intent. For instance, I am not suggesting active 
professional dancers are aware of a “loss of identity” during the intermediary stage. That 
awareness comes from more radical prolonged experiences away from the mirror such as my 
own, which in turn provide the kind of insight that reveals where the dancer’s identity might 
lie. Correspondingly, Section 4.2.4 below will analyse a dancer’s body identity by examining 
her absence from the mirror-clad dance studio outright. 
 
4.2.4 A Dancer’s Identity Lost to the Mirror 
In the absence of the mirror image, might the dancing body described above begin to disappear, 
and with it the identity of the professional dancer? I suggested in Chapter 1 from my own 
experience that yes, it can. Just as the identity of the dancer can be formed in the mirror image, 
its hyper-dependency on it means that the mirror image can very much sustain that dancer’s 
identity. Once the mirror is taken away, the dancing body, and with it the dancer’s identity, 
surely begin to fade. The dancer discussed here must always return to the mirror to recognise 
that dancing body, to recuperate that identity. Those rehearsals on stage, without mirrors, 
already provoke a particularly vulnerable situation for dancers who unconsciously seek their 
ideal corporeal ego in the mirror that sustains their dancing body. África Paniagua elaborated 
on the continual relationship dancers maintain with the mirror in this regard during time spent 
away from the studios (May 2016): 
 
I believe that those of us whom have experienced it like this from a young age carry it 
in our veins the need to see […] You learned it and you produced it in front of a mirror; 
you didn’t have a large mirror at home but in a window where you see your own 
reflection you would always try to see what you were dancing, always try to see it 
reflected. […] It is true that there is something that I don’t realise, but my sister tells 
me of dancers – well she says it of me but she thinks it is true of all dancers. She 






looking at yourselves, along the street; if you enter a place, she says, you are 
accustomed to communicating among each other through the mirror, to looking at each 
other all the time in the mirror. She says that you [dancers] see this as something 
natural without any pretentiousness or egocentricity. But she tells me that from the 
outside this may be interpreted somewhat along these lines; as if “oh you are always 
looking at yourself”! But no, in reality, I’ll explain it to you: it is not a pose, it is 
something that escapes from you on its own, this looking at yourself.125 
 
I then asked África what exactly she seeks in this reflection, if it is África the dancer therefore 
(May 2016)?  
 
AP:  You seek África, África as if a kind of double, like a partner, like a friend, like a kind 
of invisible friend that you keep since childhood while you were practicing ballet. Well, 
you are there, always accompanied. You are not you yourself, that which you see in 
the mirror 
RMM: But do you seek this [in the mirror]? 
AP:  You don’t seek you yourself, you seek that of the mirror.126 
 
Later África explained the experience of spending time away from the mirror, such as on a 
camping trip (May 2016): “There is something in you – that I believe is of the dancer 
 
125 My translation. Original transcription: Creo que los que lo hemos vivido así desde pequeños lo llevamos en 
vena: la necesidad de ver [...] Te lo aprendías y lo hacías delante de un espejo; no tenías un espejo grande en 
casa, pero en una ventana donde ves tu reflejo, siempre intentas ver lo que estás bailando, siempre lo intentas 
ver reflejado. [...] Y es verdad que hay algo, que yo no me doy cuenta, pero mi hermana me dice de los 
bailarines – vamos me lo dice de mí –, pero me dice: – creo que lo hacéis todos los bailarines, cualquier espejo o 
reflejo, ahí estáis vosotros mirandos. Por la calle; si entras a un sitio; vosotros estáis acostumbrados a hablar 
entre vosotros por el espejo, a miraros todo el rato en el espejo. Y vosotros lo veis como algo natural. Ni 
siquiera es algo presuntuoso o egocéntrico pero [...], desde fuera se puede recibir un poco de ese modo, como un 
poco: ¡“hum, qué estás siempre mirándote”! –. Pero no, en realidad yo te lo explico: no es una pose, es algo 
como que se te va solo a mirarte. 
126 My translation. Original transcription:  
AP: Buscas a África, África como si fuera una especie de doble, como un compañero, como una amiga, como 
una especie de amigo invisible que tienes desde pequeño mientras has hecho ballet. Pues ahí estas tú, siempre 
acompañado. No eres tú misma.  
RMM: ¿Pero lo buscas [en el espejo]? 






completely – that is; I cannot wait to arrive home to see myself in the mirror, to see how I am! 
Like as if to see if I have changed into another, something different, to see if I continue the 
same – not only physically, to see if I continue there!”.127 I happened upon an interesting online 
blog written by another ballet dancer, Heather Toner, who eventually left the professional ballet 
world owing to a challenging reliance on the mirror for sustaining her identity as a dancer. The 
following is a collection of extracts from her full text: 
 
I used to be totally addicted to looking in the mirror. You can call it vanity or self-
obsession, but I believe it was more complex than that. […] It allowed me to be totally 
aware of what my body was doing and what it looked like at any given moment. I 
relied on it for everything. I would communicate through it. I was constantly looking 
at myself. Always looking, always checking, always critiquing. […] My relationship 
with the mirror had become a troubled one. It was almost as if I couldn’t tear my eyes 
away. If I wasn’t in the mirror, where was I? Who was I? […] Dancing without a 
mirror is like driving in the dark without your headlights on. You can’t see what you’re 
doing, you just have to trust the movements. […] I found the harder I looked for 
something in the mirror the more elusive it became. […] I made the choice to leave 
the professional ballet company world […] I stayed far away from those floor to 
ceiling mirrors and forgot about my obsession with them. […] I found new ways to 
gauge myself by looking outward at the world around me. […] (Toner 2012). 
 
It is clear that this professional dancer appreciates the complexity of her relationship as a dancer 
with the mirror (something beyond vanity) but has trouble defining it exactly. Without the 
mirror, she felt an obvious loss of control (not seeing what she was doing) and a loss in identity 
(“Where was I? Who was I?”). The fictional pathway from insufficiency to anticipation is 
apparent also, in that asymptotical relationship (or ‘elusiveness’ as mentioned by Toner) 
 
127 My translation. Original transcription: Pero hay también algo en ti – que eso si que creo que es de bailarina 
totalment – que es: ¡tengo muchas ganas de llegar a mi casa para verme en el espejo! Para verme ¡cómo estoy! 
Como para ver si me he convertido en otra cosa diferente. A ver si sigo igual – ya no solo físicamente, a ver si 






between ideal corporeal ego and real corporeal schema. Upon avoiding dance altogether, and 
in particular the dancer’s mirrors, our dance blogger returned to that identity she maintains as 
a subject. Lacan’s Mirror Stage invites the subject to look elsewhere beyond the actual looking 
glass to sustain their identity; just as Toner found herself freely gauging herself by looking 
outward at the world around her. 
 
In sum, evidently the mirror image might sustain fundamental aspects of a dancer’s identity, as 
that body apart, a dancing body, with its own complexity as formed in front of the mirror. And 
it is Lacan’s Mirror Stage that provides important keys towards a valid interpretation of the 
peculiar formative experience of some professional Danza Española dancers (elements of which 
are apparently shared with ballet too). Emerging from this, a dancer’s loss of identity when 
forced to abandon dance can become understood anew. This was my own experience as a Danza 
Española dancer who had retired through injury, which I discuss further in the introduction to 
the following Chapter 5. 
 
4.3 Chapter Summary 
In this chapter I have introduced an ethnographic and psychoanalytical study of the Danza 
Española dancer’s relationship with the mirror when considering the second sub-category of 
my research question concerning body identity. My first question – What is the dancer’s 
relationship with the mirror in Danza Española? – is brought directly into the field as part of a 
broad consideration of the practical experience of training and rehearsal within the genre. In all 
cases among my selection of interviewees representing active participants in both relevant 
research areas (conservatory and industry) a reliance on mirror use is evident. Coinciding with 






choreographic practice respectively, I considered body identity from both a psychoanalytical 
and ethnographic perspective. 
 
My approach to my second question – Can a dancing body ultimately become sustained by its 
specular image? – was introduced by way of comparative analysis of the dancer’s experience 
above with psychoanalyst Jacques Lacan’s theory of the infant Mirror Stage (Lacan 1977). 
Lacan considered that once infants assume the image in the mirror that reflects their own body, 
they identify with it as their “I”. Accordingly, rather than this being arrived at through organic 
sensations alone, it is arrived at through association with its own external image. This specular 
image provides on the one hand the possibility for the subject to auto-abstract from, and self-
identify within, the world around them; just as it provides on the other hand that alienating 
capacity, which means the subject never quite arrives at identifying with their “ideal I” utterly, 
but rather, asymptotically. The formation of a dancing body in front of the mirror, I have argued, 
may provoke similar formative effects on a dancer’s route toward identifying with a dancing 
body as their “dancer I”. A dancer’s identity can be found, I suggested, in that play of their real 
corporeal schema (as per an individual self-perception of the reflected body image) tending 
toward their ideal corporeal ego (a broader cultural projection of that same body in dance in its 
ideal form) in the mirror in an asymptotical relationship.  
 
My final question within the present sub-category relating to body identity – What happens to 
that dancing body once its back is turned to the mirror? – considered the management of the 
relationship some dancers maintain with the mirror image beyond the initial formation of the 
dancing body. A fundamental difference between the dancer and infant Mirror Stages in this 
regard relates to the continual proximity to the mirror artefact in the case of the former as part 






rubric of the guidance principle introduces the infant to his image in the mirror concurrent with 
the presence of the guardian’s own reflection in the same mirror; and when the infant fixes his 
eyes upon the guardian outside the mirror once more, there is continuity by virtue of the 
affirmation found in the experience of the mother-mirror that returns this look again. In the case 
of the dancer under analysis in this chapter, the guidance principle instilled by Mariemma’s 
pedagogical system (see Chapter 3) commits instead the dancer to their mirror reflection far 
more obsessively. 
 
Management of dancer relationships with the mirror as discovered through my ethnographic 
interviews was varied, with only some practitioners indicating a mastering of their levels of 
dependency on the mirror image, and most indicating at least some levels of discomfort during 
processes of rehearsing without the mirror (such as is found during the “intermediary stage”). 
Owing to the regularity of mirror use and a corresponding process of reaffirmation of embodied 
choreographic practice by referencing the dancing body from inside the mirror, I have suggested 
that fundamental aspects of a dancer’s identity may lie inside the same mirror image that was 
exploited relentlessly during the formation of a dancing body. This could explain my own 
experience of identity loss as a dancer during my prolonged separation from the mirror-clad 








Body Motion: A Phenomenological and Autoethnographic Study of Dance Movement in 
Front of the Mirror in Danza Española 
 
Chapter five sets in motion the psychoanalytical understanding of body identity outlined in the 
previous chapter by expounding a phenomenological understanding of the body in movement. 
To this end, I execute an autoethnographic process based on Foley’s use of the insider dancing 
body as a methodological research tool, while drawing on a phenomenological understanding 
of body motion gleaned from theories developed by the philosopher, psychiatrist and specialist 
in phenomenological psychology Thomas Fuchs. Here, in relation to the case of the dancer 
presented up to this point, proprioceptive senses relating to the dancing body will be shown to 
be conditioned by how an individual self-perception of the reflected body image aligns (or 
rather, almost) with a broader cultural projection of that same body in dance in its ideal form. 
The sensorial order is thus conducted by the sight of a dancer’s own real corporeal schema in 
tandem with the vision of that dancer’s ideal corporeal ego, interconnected in the mirror by 
the dancer’s gaze. Body motion is thus examined as not only embodied in the immediacy of its 
execution, but also in the anticipation of its completion; allowing for the construction of a 
virtual “as-if” structure as per the corporeal schema that pre-empts its own actions (see Fuchs 
2005). 
 
In my capacity as a Danza Española professional, the above theories are developed in tandem 
with an autoethnographic diary relating to my current activity in dance education and 
choreography, together with autoethnographic reflection in my capacity as a retired 
professional Danza Española dancer. In essence, this chapter presents an autoethnography of 






end, upon presenting a phenomenological understanding of body motion in Section 5.1 where 
dominant visual cues are examined, Section 5.2 functions as an autoethnographic exploration 
of my research question as it relates to body motion. The sub-category of questions that are 
considered in this regard, as presented in Chapter 1, are as follows: 
 
3. Body motion. 
- How can the intercorporeal relationship that is established between a dancer and 
her image through daily training in front of the mirror be explained through 
motion? 
- Can a dancer’s proprioceptive codification become reliant on the sight/vision of 
their reflected image?  
 
The spiral of understanding linked to my own autobiographical introduction in Chapter 1 
thereby is framed by the dancing body of the author. My return to my own dancing body in 
front of the studio mirrors constitutes the re-embodiment of practice within a research setting 
that is supported by established theories (see Chang 2008) and innovate methods (see Foley 
2013) from within extant autoethnographic studies. Importantly, although below I will 
highlight dominant visual cues that conduct proprioceptive responses in the dancer, the reader 
should not interpret an absence of proprioceptive senses in favour of exclusively visual ones. 
The very process of re-embodying the dancing body in my study demonstrates already the 
underlying proprioceptive nature of my approach to this aspect of my research question. 
 
5.1 A Phenomenological View of the Body in Movement 
A consideration of body identity need not become a static theory held aloft corporeal action 






already bound to movement by definition, instead compels the investigator to consider motion. 
Hopefully my discussion of body identity from a psychoanalytical perspective in Chapter 4 has 
placed sufficient emphasis on the active physicality of my understanding already. After all, the 
very experience of processes of identification has been highlighted by episodes of 
experimentation in movement in front of the mirror during the infant Mirror Stage (see Lacan 
1977). My segue from a psychoanalytical understanding of body identity to a 
phenomenological understanding of body motion has been outlined in Chapter 2 by means of 
a literature review. There, I have demonstrated how my manner of progression from the former 
discipline to the latter yields important avenues toward understanding body motion in the 
context of mirror use by dancers. Whereas phenomenological studies have advanced theories 
relating to the development of the child with others beyond the infant Mirror Stage (see Chapter 
2), my exploration contends with the dependence a dancer might retain on their own image still 
held inside the mirror as a continuous dancer-specific Mirror Stage (see Chapters 3–4). 
 
Essentially, processes of identification within both Lacan’s infant Mirror Stage and my 
understanding of a dancer Mirror Stage are similar experiences when considering the formative 
aspects of the mirror image on the development of body identity in the case of the subject and 
the dancer respectively. The principle divergence in the non-pathological context of both 
experiences arises in the forward treatment of the fiction that is the mirror image thereafter. 
Both Lacan’s psychoanalytical and Merleau-Ponty’s phenomenological studies presented in 
Chapter 2 of this thesis make clear the transference of the early identification experience with 
the self in front of the mirror across varied interactions with Others (see Chapter 2; see also 
Lacan 1977 and Merleau-Ponty 2007). In my study of a dancer Mirror Stage presented in 
Chapter 4, a constant primary relationship with the mirror image is suggested, arising out of 






artefact in industry settings and with regard to professional conduct that demands continual 
referential contact with the mirror image as instilled by contemporary pedagogical methods. 
Appropriately, Thomas Fuchs’ theory of corporeal action/simulation emerges out of a 
consideration of the body as a mediator in a way that is similar to that discussed throughout 
my psychoanalytical understanding in Chapter 4. Accordingly, I employ Fuchs’ 
phenomenological concept of movement as an avenue toward understanding the experience of 
the dancer in front of the mirror within the context of dance as a “human movement practice” 
(Foley 2019). 
 
5.1.1 The Body as Mediated Immediacy  
 
Human subjectivity is embedded in the world, with the body acting as its mediator. 
Consciousness as the luminosity which reveals the world to a subject is the result of 
this mediation. Miraculously, our body, a solid and material object, is capable of a 
transformation that turns matter into mind and lets the world appear. By multifarious 
assimilations, sensorimotor interactions and their further processing, the body 
becomes transparent to the world we are living in and allows us to act in it (Fuchs 
2005:95). 
 
The above quotation is taken from the opening paragraph of Fuchs’ article “Corporealized and 
Disembodied Minds: A Phenomenological View of the Body in Melancholia and 
Schizophrenia” (2005). I will introduce this text throughout the following sub-sections, as it is 
important for readers to gain a full insight into Fuchs’ phenomenological perspective of body 
movement. Although the text relates to specific psychological pathologies, in so doing it also 
fosters a clearer understanding of the body in motion in non-pathological cases. The opening 
paragraph quoted above is a case in point: according as our body becomes transparent we are 






Contrary to the Cartesian theory of pure subjectivity based on the mind – res extensa versus 
res cogitans – Fuchs understands the subject’s existence as conceived through the unification, 
into a cohesive framework, of the play between the body and the world as co-founders of a 
psychic reality. Consciousness, however, must assimilate the transparency of the body with all 
its living bodily processes. Fuchs uses an example of the eye to clarify transparency in this 
regard by stipulating: “I cannot see my seeing” (Fuchs 2005:95). That is, the biochemical and 
sensory processes, though embodied by the subject, must be transparent should the subject be 
capable of perceiving that which is seen. Without transparency of the body, one is isolated from 
the world. Yet the “body is the medium through which we perceive and interact with the world” 
(Fuchs 2005:96). Fuchs employed the phrase coined by philosopher and sociologist Helmuth 
Plessner to help define embodied consciousness as follows: “mediated immediacy” (Fuchs 
2005:96). That is, inherent constituent corporeal processes are normally unconscious to thereby 
facilitate the consciousness experience. They are but implicit in our relating with the world. 
Being our only recourse to access the world, without mediated immediacy we would otherwise 
become locked inside the processes themselves, thereby removed from the world altogether. 
The graph below illustrates the interrelationship between the mind and the world as mediated 








Figure 5.1: The Mind-Body-World Experience 
 
The body as our medium to perceive and interact with the world, is likewise vulnerable to 
rupture when a balanced transparency of the body is compromised. Mental illness may provoke 
various manifestations of opacity of the body, thus dissolving its mediating capacity. 
Depression or melancholia for example produce a surplus of materiality, bringing to bear 
distinct types of progressive opacity of the body, described by Fuchs as a “corporealization of 
the lived body” (Fuchs 2005:99). The excess materiality of the body here means that it loses 
transparency, leading the subject to focus on his body as corporeal material over 










Figure 5.2: The Mind-Body-World Experience in Melancholia 
 
By contrast, with schizophrenia, the subject loses self-referentiality, allowing the mind to drift 
from the body so that it were uninhabited and therefore no longer capable of sustaining the self. 
Fuchs refers to this as a “disembodiment of the self” (Fuchs 2005:101). Looking at our graph, 











Figure 5.3: The Mind-Body-World Experience in Schizophrenia 
 
Returning to non-pathological cases, considering the mediated immediacy of the body, Fuchs 
provides a useful example found in the experience of touching the bark of a tree. Here an 
affection of the body brought on by the sense of touch communicates with “a basic self-feeling 
of the body” (Fuchs 2005:96). Fuchs surmises that the “self-referentiality that is rooted in the 
auto-affectivity of the body is indeed imparted to all our perceptions, actions and thoughts” 
(Fuchs 2005:96). Interestingly, this basic principal of perception elicits agency in body motion. 
Fuchs explains: 
 
Furthermore, touching an object requires not only an affection of the body, but also a 
distinction of the perceiver and the perceived. At first sight, this is brought about by 
the resistance of the tree to the touching hand. But this felt resistance presupposes an 
implicit awareness of the body’s own movement, a sense of agency. […] Agency as 









they form the basic self-awareness or self-referentiality of embodied consciousness 
(Fuchs 2005:96). 
 
She who is conscious of the world brings to bear upon it a consciousness of herself, accordingly 
structured as an embodied consciousness through her constant affection/auto-affection 
exchange with the world that leads her toward an agency of movement. 
 
5.1.2 The Body’s As-Structure 
To better understand, or perhaps visualise, the concept of “transparency” in the above process, 
Fuchs introduced the term “as-structure”. In variance to it, the “as-structure” thus enables the 
structuring of the world. This concept is treated much the same as that of Drew Leder’s “absent 
body”, and indeed Fuchs uses Leder’s definition of the absent body when explaining his own 
term as-structure: “it conceals itself precisely in the act of revealing what is Other” (Leder in 
Fuchs 2005:97). The proficiency with which the as-structure discloses such revelations 
depends on an adeptness at chunking together each concurrent, and sequence of, experienced 
bodily affections based on processes of Gestalt formation. 
 
The tacit knowledge or knowing-how of the body implies all the taken for granted 
that has become part of our body repertoires, habits, and dispositions. By repetition 
and practice, an implication has taken place, connecting single elements of movement 
and perception to unified wholes (Fuchs 2005:97). 
 
Fuchs provides further details in the make-up of the as-structure across neurobiological and 
intersubjective levels. I will focus here on Fuchs’ explanation of the as-structure during 
expression and communication with others; an important stepping-stone to a full understanding 






infected by his laughter[; the] body works as a tacitly ‘felt mirror’ of the other” (Fuchs 2005:98). 
This reciprocity, as Fuchs points out, is what “Merleau-Ponty called ‘transfer of the corporeal 
schema’ and which he attributed to a primordial sphere of ‘intercorporeality’” (Fuchs 2005:98). 
Through the mimetic capacity of the body and thereby a felt corporeal interchange with the 
interlocutor, “a mutual emotional resonance or attunement ensues” (Fuchs 2005:98). 
Accordingly, in the context of the body as an empathic medium, Fuchs expands his terminology 
to coin the “as-if structure”.  
 
5.1.3 The Body’s As-If Structure 
A competence in corporeal empathy would of course arise throughout the early stage of infant 
development as part of the guidance principle conducted by a child’s guardian. As Fuchs 
explains: 
 
By tacitly imitating the mother’s expression, voice, and movements, the baby 
gradually learns to feel what she feels. By this implicit learning, the infant’s body 
gradually becomes a medium for empathy and the nonverbal understanding of others 
(Fuchs 2005:98). 
 
This is the point at which the as-structure turns into an as-if structure. This virtual mode of the 
body becoming a medium for empathy is best exemplified by motoric calls to action. Either by 
means of visual contact with objects that provoke our corporeal interaction (a cup or a football, 
to maintain Fuchs’ examples), or via our bodily exertion through space as Fuchs relayed as 
follows: 
 
Already in agency, the preparation of action implies a virtual modelling of the relevant 






phantom of the movement and projects it into space, as if it were already there (Fuchs 
2005:98).  
 
Considering this phenomenon in the context of intersubjective perception, it follows how one 
is capable of virtually transferring one’s body into the place of the other and accordingly 
relaying their motoric impulses unto one’s own motor schema (see Fuchs 2005:98). Although 
actions are not overtly reproduced, our motoric schema readies itself as-if to commit to the 
observed actions nonetheless – “action observation implies action simulation” (Gallese in 
Fuchs 2005:99). In sum, the “body schema serves as a virtual model for simulating one’s own 
future actions as well as for understanding the actions of others” (Fuchs 2005:103). These as-
if phenomena are of particular interest when considering the dancer in the mirror. In this 
context, I argue the same principal of gestural intentionality transmitted via corporeal 
superimposition is evident also in processes of intercorporeality within oneself in front of the 
mirror. Fuchs’ concept of the as-if structure invites this possibility when considering what he 
terms the “as-if”-mode of action modelling (see Fuchs 2005:103).  
 
When I state that the dancer’s proprioceptive senses relating to their dancing body are 
conditioned by how an individual self-perception of the reflected body image aligns (or rather, 
almost) with a broader cultural projection of that same body in dance in its ideal form, I am 
referring the entire project to the corporeal (motor) schema of the individual dancer. The 
broader cultural projection equates with Fuchs’ understanding of internal modelling:  
 
“For our body also incorporates attitudes and role models by acquiring postures, 
expressions, and habits that we have unconsciously taken over from others. We may 
even deliberately adopt such attitudes in a suitable situation, like an actor is used to 






Essentially, the dancer’s body becomes “inhabited” by the attitudes of the cultural framework 
wherein she operates to knowledgeably project an idyllic codification of her motor schema as 
per her own body image (see ibid.). 
 
This is why the sensorial order is conducted by the sight of the dancer’s own real corporeal 
schema in tandem with the vision of the dancer’s ideal corporeal ego. That phantom jump 
described by Fuchs, once transferred into the dance studio, is an ideal phantom in the mirror 
that is the dancer’s own ideal corporeal ego. Where “our body image usually includes a variety 
of stances and models that we are capable of adopting in the as-if mode” (Fuchs 2005:104), the 
precision sought by the dancer incentivises her striving to commit her real corporeal schema 
to that ideal corporeal ego in the mirror. This effort, I argue, manifests asymptotically, and 
binds in motion the dancer’s identity to her mirror image. 
 
5.2 The Dancing Body in Motion 
It ought to be clear by now that Danza Española as a formalised dance genre requires 
meticulous training conducted in front of the mirror. As highlighted by Fuchs above, the body 
functions as an empathic mediator between subject and the world, allowing for the construction 
of a virtual as-if structure as per the corporeal schema that pre-empts corporeal action. Likewise, 
I argue the hyper-reflexive intercorporeal experience of a dancer in front of the mirror may 
produce an associated ideal as-if structure held by the specular image itself. That specular 
image as-if structure in action must be simulated by the dancing body; resulting in a dancing 
body potentially becoming increasingly more mirror than flesh, sustained by the dancer’s gaze 
within a visually-dominant fiction (see Lacan 1977; see also Chapter 4, Section 4.1.3). It is, 






motion to the dancing body that the first of my final sub-category of questions is contextualised 
in Section 5.2.1 below. 
 
Correspondingly, upon establishing a platform for understanding a dancer’s relationship with 
their mirror image, Section 5.2.2 introduces more specifically those features of the as-if 
structure relative to a dancer’s body in motion. That is, I relate my phenomenological 
understanding of body motion back to my psychoanalytical understanding of body identity as 
explained by Lacan’s Mirror Stage. Here, the as-if structure located in the mirror image adopts 
the semblable of that dancer who is facing the mirror. In order to explore a dancer’s 
proprioceptive codification and to evaluate my question as to whether a reliance on the 
sight/vision of their reflected image arises, I turn to Foley’s autoethnographic methodology. 
That is, I present my process toward re-embodying that dancer in the mirror. Finally, Section 
5.2.3 functions much like a framing device together with Chapter 1 imbuing the spiral of 
understanding initiated in the opening pages of my thesis with embodied knowledge. 
Accordingly, I undertake a journey back to the dance studio, and with it, forward to a sense of 
greater self-understanding relating to body motion, and so too body identity in front of the 
mirror.  
 
5.2.1 Finding the Dancer in the Mirror 
I have suggested in the previous chapter that a similar formative experience to that of the infant 
Mirror Stage is revisited by some professional dancers within the Danza Española tradition 
through the creation of a dancing body in front of the mirror. Out of an increasing hyper-
dependency upon the specular image, these professional dancers’ identities might become 
continually defined by a dancer-specific Mirror Stage. Herein creating and developing a new 






As my research reveals, self-evaluation by a dancer and communication with fellow 
professional dancers or choreographers continues to be conducted	 through the mirror, thus 
building incessantly upon a virtual reality wherein the dancer’s identity may be sustained (see 
Chapter 4). This is a distinct kind of looking in the mirror to that of the infant Mirror Stage. 
The hyper-reflexive gaze of the dancer ensures that the dancing body is observed in all of its 
detail, and persistently so. To action the identity of a dancing body toward motion while 
sustained by the mirror image, I turn to Fuchs’ phenomenology. Fuchs’ theories emerged from 
his study concerning the compromising of the body as mediated immediacy through mental 
disorders. My own theory on the dancer in the mirror emerges from an autoethnographic 
realisation of an estrangement from the dancing body through physical injury (see Chapter 1). 
Taking into consideration the as-if structure experience in the mirror below, I suggest how an 
intercorporeal relationship is established between a dancer and her image through daily training 
in front of the mirror. Furthermore, through an understanding of the potential motoric 
relationship between the as-structure and the as-if structure, I suggest how the dancer’s 
intercorporeal relationship can be explained through motion. 
 
The as-if structure described by Fuchs above I argue can likewise be initiated in the mirror 
during the continual formation of the dancing body. I suggest a process of intercorporeality is 
established thus by a dancer in this case, with that same dancer as reflected in the mirror. 
According as toward the ideal corporeal ego always gravitates the real corporeal schema, a 
dancing body is created thus. As such this dancer’s own specular image is converted into their 
own dance instructor, as that ideal phantom to be embodied but a moment behind. This process 
of intercorporeality established with oneself through the looking glass is explained by way of 
specific phenomenological concepts as exposed by Fuchs above.	 A phantasmal body 






filling the as-if structure and fulfilling its action. Of course the as-if structure completes its 
virtual action at full capacity, an idyllic projection as it were, hence the asymptotical 
relationship that forms between the ideal corporeal ego and real corporeal schema.  
 
Returning to the dance studios of the professional dancer with its mirrors, the interaction with 
the specular image introduced earlier becomes more clearly defined. Already, the 
intercorporeal relationship that is established between a dancer and her image through daily 
training in front of the mirror can be explained through motion. What is being established here 
is an intercorporeality within oneself. With the dancer’s gaze concentrated upon their own 
specular image, motoric action is explained by the as-if structure. Owing to constant daily 
practice in front of the mirror, a dancing body is hyper-aware of its capacity and possible 
perfections. If we follow Fuchs’ explanation of how movement is experienced, then the as-if 
structure appears as the ideal corporeal ego inside the mirror. Because the professional dancer 
develops their body predominantly in front of the mirror to the extent of knowing every detail 
concerning the idyllic fulfilment of motoric capacity, then in this context the as-if structure 
might well become sustained by the mirror image. Henceforth the professional dancer’s real 
corporeal schema aspires toward its own perfection, its ideal corporeal ego, made “visible” 
for that dancer inside the mirror. And this is when a dancing body can become more mirror 
than flesh. 
 
This, of course, is once again that alienating movement from insufficiency to anticipation; that 
establishing of a fictional pathway as expressed in Lacan’s Mirror Stage. However, unlike the 
experience of the infant, it is as if a dancer continually experiences a dancer Mirror Stage in 
situ with the artefact. And so, unlike Lacan’s Mirror Stage where the subject	 develops 






relationship with other subjects, foreign objects, and the wider world around them; a 
professional dancer is placed in front of the mirror during many hours daily forging their 
identity as a dancer and communicating with fellow professionals through the medium of the 
mirror. The ideal corporeal ego is that dancer who inhabits the mirror; the real corporeal 
schema is that same dancer moving one moment behind in an asymptotical relationship. In this 
experience, the unity of the body as a body that dances professionally arrives out of the specular 
image held by the dancer’s gaze, rather than out of internal sensations alone of the body on a 
kinaesthetic level. Oftentimes, bodily sensations – such as straining or aches –  are silenced by 
this dancer as they object to that task of inhabiting the as-if structure made visible in the mirror 
(see Chapter 2).	
 
Thanks to an obsessive auto-corrective practice of a professional Danza Española dancer in 
such cases, involving each and every minimal detail of the body in movement, a dominion is 
established over the exactitude of the body in the mirror image. And although the real 
corporeal schema may not adjust perfectly to that as-if structure in all its splendid detail, it 
means at least that this dancer’s body always aspires toward, and modifies according to, their 
ideal corporeal ego.	In this manner, the image in the mirror may progressively assume more 
reality than the flesh, wherein the dancer’s identity is nestled. In such cases, I argue the ideal 
corporeal ego that is inhabited inside the mirror, remains inside the mirror. And so toward the 








5.2.2 From Pose to Poise: Identity in Motion in the Dancer Mirror Stage 
As part of my literature review in Chapter 2, I referenced Foster’s concept of ideal body in 
comparison with my own concept of ideal corporeal ego. A principal difference from that 
comparison demonstrated that Foster’s ideal body is not cast in the personal identity of each 
dancing body, but instead it is cast in abstract form and shared among the communal identity 
of dancing bodies peculiar to any singular genre (see Foster 1999:243).	Consequently, Foster’s 
duality between the ideal and perceived body evaded a full inscription onto a contained singular 
entity dancing body in favour of a generic multi-entity dancing body. Foster, later, also 
introduced a “third body” termed the “demonstrative body;” which is also held by, or rather 
abstractly shared among, each dancer, his/her teacher, and fellow students (see Foster 
1999:237). Compounded further by Foster’s “hired” and “video” bodies, one fundamental 
premise in Foster’s terminology would seem to dislodge much of these dancing bodies from 
any singular dancer’s private identity as a dancer. 
 
Each dancer may relate to and reference Foster’s dancing bodies, which “increasingly occupy 
the dancer’s consciousness” (Foster 1999:240), but at a conceptual level the fictional dancing 
bodies here are impersonal. Because my thesis on a Danza Española dancer experience 
employs a psychoanalytical perspective of body identity formation in front of the mirror, an 
impersonal status for the dancing body is incongruous within my methodology. In the context 
of my study, undoubtedly, the individual dancing body is defined in accordance with, and 
against, the tradition wherein it is formed. But within that same environment, I argue the 
individual dancer assumes an image in the mirror that is hers – just as Lacan’s infant’s 
experience might be that of the shared human condition, yet still the image assumed in the 







Upon considering a dancing body in the guise of the individual dancer, the dynamic at play 
between the ideal corporeal ego and the real corporeal schema outlined in Section 5.2.1 above 
evokes already an anticipatory relationship that restores body motion to the very notion of body 
identity. After all, the term “asymptotical” – employed by Lacan – already predisposes motion 
as an ever-enduring approach. Lacan emphasised “the mirror stage as an identification […] the 
transformation that takes place in the subject when he assumes an image” (Lacan 1977:2). This 
process of identification is already a motoric one; Lacan described it animatedly as a “jubilant 
assumption of his specular image” (Lacan 1977:2).  
 
This complex process of corporeal motoric identification is explored through autoethnographic 
methodologies in the final section of this chapter. This is where my capacity as an insider of 
the dance tradition I examine proves most determinant. The phenomenological concept of body 
motion described above, refastened to the psychoanalytical concept of body identity outlined 
in Chapter 4, is a theoretical posture that is extremely challenging to explore using conventional 
ethnographic methodologies alone. The context for body identity and body motion is very 
specific and very much tied to a particular lived experience as I have defined it. In Jane 
Cowan’s study of dance in Greece, she introduced interesting similarities between the 
“experience of the dancer” and “that of the good ethnographer” (Cowan 1990:xi). However, 
she also highlighted the difficulties for the anthropologist when attempting to “discover 
indigenous codes for reading the body” (Cowan 1990:25). Unfortunately, not all socio-cultural 
experiences that are specific to embodied practice can be approximated through outsider 
participatory techniques. The gap between existing inside the experience of the dancer in 
question versus gaining an exposure to the experience of that dancer is broadened more 







Therefore, when approaching autoethnography for this thesis, I have relied more so on Foley’s 
methodology. In Chapter 1, I introduced Foley’s treatment of dance as ‘texts’ (Ricoeur 2016), 
that can be deciphered and understood anew by (physically) allowing them to inhabit her own 
dancing body (see Foley 2013:17). Foley stated of her process: “When learning from the 
Molyneaux dancers, I used my own body as a methodological research tool to embody, sense 
and store their dance knowledge” (Foley 2013:93). Foley’s fearlessness is reminiscent of those 
early psychoanalysts who without censor evaluated their own psychological state as a platform 
for research. Interestingly, as an insider-practitioner, Foley manages to exploit her unique 
capacity to become an emic “other” and thereby knowledgeably re-embody a localised form of 
Irish step-dancing. 
 
As an insider-practitioner of Danza Española, I will use this same methodology to revisit my 
dancing body. I introduced my initial uncertainty when approaching Foley’s process in Chapter 
1, where I experienced some difficulty locating both the constitution of self as interpreter and 
of text as the specific subject matter of my research. Having overcome this sense of hesitation 
upon initiating my early fieldwork (see Chapter 1), I assert here that rather than becoming an 
“other” by means of distance to a localised form within a broader category of dance practice, I 
become an “other” by means of a distance in time from my own dancing body exiled from me 
through injury. My process accordingly follows a route similar to Foley’s. However, instead 
of seeking to understand through embodiment that which a dancing body means/signifies 
among those native to its moves; my process is toward self-understanding through re-
embodiment of that dancing body whose meanings/significance have come to be revealed to 
me by virtue of my forced dislocation from it. 
 






Although my choreographies I developed as part of this process have been performed, I do not 
breakdown and analyse the theme of these choreographies as a form of artistic or socio-cultural 
expression. Rather, I break down and analyse my re-encounter with my dancing body in the 
mirror as a form of new self-understanding. A dancing body erstwhile of a professional dancer, 
and thenceforth reactivated as that of an instructor/choreographer and indeed ethnographer. Of 
course, in concurring with Chang’s “concept of self as a relational being” (Chang 2008:27), 
my personal undertaking is not to deny its socio-cultural merit. After all, undoubtedly, “self 
becomes mirrored with others” (ibid.). 
 
I will recap briefly on my adoption of Chang’s “memory search”; “self-reflection”; and “self-
revelation” as outlined in Chapter 1 (Chang 2008). My autobiographical memory search 
highlighted my estrangement from the dance studio and its mirrors; my self-reflection 
acknowledged my sense of detachment from an identity of a dancer; and finally my self-
revelation divulged my recognition of the significance of the mirror in relating concepts of 
body identity. The self-revelation I outlined in the introduction to this thesis was one based on 
scholarly brooding from a psychoanalytical perspective (see Chapter 1). In this final section of 
my thesis I return to self-revelation in the guise of scholarly embodiment from an 
ethnochoreological perspective (see Foley 2013) as part of a spiral of understanding. That is, I 
physically return to my dancing body, brandishing it as that “thinking tool” I have attributed to 
Foster earlier (see Chapter 2; see also Foster 1996: xi). To remind readers, any onstage practice-
based exposition of research conclusions in the context of my focus are but side-effects coming 
out of my offstage practice-based investigation of the research data I have gathered. In the 
dance studio with its mirrors, my theoretical framework is communicated directly back to the 
dancing body. In sum, my own dancing body functions as a primary investigative site (see 






5.2.3 The Mirror (Off)Stage: The (Re)Formation of a Dancing Body in Front of the Mirror 
Before discussing the physical return to my dancing body that forms part of my current 
autoethnography, I will contextualise my biographical pathway to the specific studios 
that hosted this specific project. Immediately after developing my neck injury (see Chapter 1), 
I settled in Limerick, Ireland, for a period of 9 months with my husband who is Irish. This 
period coincided with the 2005/2006 academic year, and Dr. Catherine Foley invited me 
to present a series of guest lectures as part of her MA in Ethnochoreology programme at 
the Irish World Academy of Music and Dance [IWAMD]. My experience at the IWAMD left 
a lasting impression. Much later, upon completing my Masters in Psychoanalysis and Culture 
Studies at the Universidad Complutense de Madrid, I enquired about commencing a PhD with 
Dr Foley and registered at the IWAMD. As part of my thesis in ethnochoreology, I secured 
also the continuing support of Prof. José Miguel Marinas Herreras at UCM in his capacity as a 
leading specialist in the work of Jacques Lacan to act as my external co-supervisor. I felt 
strongly that what I discovered during my visits in 2005/2006 to the IWAMD in terms of both 
the research environment in ethnochoreology led by Dr. Foley and the modern purpose-built 
facilities for the performing arts, provided the appropriate setting to unite comprehensively my 
professional life as a dancer with my academic research.  
 
On first entering the dance studios at the IWAMD for my return to the dancing body in October 
2014, my thoughts brought me back to my early experience at the Centro Coreográfico 
Mariemma; back to the site of my early formation as a professional dancer. I undertook to enter 








The Centro had two studios, one larger than the other, and both contained a mirror-
clad wall whose assortment of reflected images I recall with absolute detail. Despite 
my effort to fully invoke that space, of the other walls I merely recall a blurred façade, 
inconsequential unto themselves. These walls were more ‘not the mirror’ than walls 
pure and proper. Yet they must have supported some of those pictures of La Argentina 
that Mariemma so loved? No, the configuration of these mirrorless walls is not 
coming back to me; nay, not even the colour of the walls appear uncorroded to my 
mind! A tone of white or a tone of yellow? Like an old photograph fading, either 
white turns to a shade of yellow or that shade of yellow hides concealed behind the 
assumption of aged white! I turn back to the detailed image of the mirror to cast an 
eye toward the back wall reflected opposite… no good either, it would be like trying 
to recall the road scene broadcast behind, and seemingly unbeknownst to the onscreen 
actors of black and white films, and correspondingly obfuscated by spectators 
colluding in the illusion (October 12, 2014; Mateos Morante Autoethnography Diary). 
 
I found this episode disconcerting at first, somewhat dismayed by the mutable nature of 
memory itself. That said, considering my evolving spiral of understanding I later considered 
that my memory of that place of dance was consistent with my theoretical understanding of 
identity for the Danza Española dancer presented in Chapter 4. That is, the most real site for a 
dancer in this case could be the mirror. Recalling Foster’s remark of formalised dance training: 
“Typically, a dancer spends anywhere from two to six hours per day, six to seven days per 
week for eight to ten years creating a dancing body” (Foster 1997:236). As ought to be obvious 
by now, that schedule would be spent in front of the mirror for the Danza Española dancer. 
Realistically, I neither remember the physical structure that was the mirror-clad wall, but rather 
the very sight of dance practice held by my gazing into the specular reflections. Considering 
the self-revelation that led to my discovering the mirror as the site of my dancing body identity, 








When I first explored body identity from a pathological case-study of a dancer in film during 
my Master’s degree (see Chapter 1), I had no notion that I would return to dance myself in any 
physical capacity. Although from the perspective of a professional performer I cannot manage 
anything close to a full stage production, thankfully I regained the required physical condition 
to return to dance as a choreographer and instructor. Accordingly, upon commencing my 
doctoral research, synchronously I commenced a physical search for my dancing body. Rather 
than presume to enter into choreographic practice immediately, I committed to audit various 
dance classes at the IWAMD. I recorded my initial experience as follows (September 2014): 
 
As yet wary of my injury, my search for my dancing body begins from the viewpoint 
of the dance student. Of course the curriculum at the Irish World Academy is unlike 
that of Danza Española conservatories, and so I am not exactly retracing my steps as 
it were. I did flirt with Contemporary Dance intermittently during my professional 
training, but beginning my return to the dancing body in this setting proved 
cumbersome to say the least. During Contemporary Dance classes at the Irish World 
Academy I do not feel so close to my dancing body, and my identity as a dancer seems 
to remain aloof. Yes, I do feel I can join in with that privileged facility of having been 
a dancer. But I miss the mirror, and yet the mirror is there! The thing is, it’s not treated 
so much as a focal point in contemporary dance practice. I can’t really meet with the 
dancer in the mirror therefore. It is more like spotting old friends across a crowded 
function, separated from one another by dutifully holding conversations with others. 
Almost estranged from you, so long has it been since you last met. Eyes dart away 
from glances. The stretch of time spent apart has built enigmas not yet ready to share 
through naked stares. But you know staring used to be so easy; gazing lent so much 
support. It somehow pains me not to have that now; like I am missing someone 
important to me; a dialogue that helps steer me in the right direction (September 22, 
2014; Mateos Morante Autoethnography Diary).  
 
I was aware of the discomfort awaiting me in contemporary dance classes. That said, I did also 
wish to avail of my own vulnerability coming back to dance before toughening my resolve 






Expectedly, I failed my own test at discovering my dancing body without that dependence on 
the mirror I had so craved before. From what I experienced in that regard, you can take the 
dancer out of the mirror but you cannot take the mirror out of the dancer. I did not tarry in 
commencing ballet classes at the IWAMD therefore, where mirror-use is more prominent. 
Although I had enjoyed both contemporary dance and ballet classes, and indeed my connection 
with the mirror was further facilitated by the latter, upon reaching the end of the first semester 
I was surprised at my lack of satisfaction with regards to my dancing body. An entry in my 
diary grappled with this feeling as follows (December 2014): 
 
I do need to understand why I get the feeling of only fleetingly meeting the dancer in 
the mirror! There is no constancy, and I was certain that I would return to the dancing 
body through ballet classes in particular. After all, as part of my formation in Danza 
Española I attended ballet class daily! Why is this alone not sufficient to return to me 
my identity as a dancer? Being honest, I was expecting ballet class to count as that 
mirrored event that jolts me toward recuperating all of these corporeal sensations 
relating to my identity as a dancer. And yet all I receive are hauntings of my dancing 
body, glimmers of my identity as a dancer. Like an intro-séance, the dancer in the 
mirror only appears intermittently, as if either inundated with engagements the likes 
of which one can’t possibly countenance or perturbed by injustices equally enigmatic. 
That said, these ‘apparitions’ are enough to drive me forward and assuage the 
insecurities that instil doubt (December 3, 2014; Mateos Morante Autoethnography 
Diary). 
 
Initially, I speculated that the reduced regularity of classes relative to my conservatory years 
was impeding a more consistent realignment with my dancing body and full sense of identity 
as a dancer. This may well have formed part of the issues I experienced, further hindered still 
by the prolonged length of the academic Christmas break. My identity as a dancer was close 
by, but unsustainable despite the presence of the mirror. However, I made a significant 






for postgraduate students of the MA in Ethnochoreology programme at the IWAMD. Having 
caught my bearings at least somewhat during the classes I attended the previous semester, this 
would be my first occasion to embody the Danza Española genre since retiring. The following 
entry relays the importance this moment represented for me (January 2015): 
 
I am quite literally elated! Had I known this process would have been so immediate 
then I could never have tempered my return to dance by patiently nursing my body 
through attending classes only during my first semester. What just happened? At this 
point, I am not quite sure. But I do feel that yes I am a dancer, I am that dancer I 
assumed I was prior to retirement through injury. There is a sense of harmony present 
again. And not owing to any delusion of faultless performance. Certainly I am not 
that dancer I was at the pinnacle of my performance career. There are faults aplenty 
but there is also consolation afforded, simply because there is a pathway laid bare on 
how to overcome these faults. I am that dancer in the sense that this dancer has a real 
lived biography as a dancer that carries forward through my period of exile from the 
dance studio. I am drawn out of myself, beyond my own sense of limits, toward that 
possibility I see traced out before me in the mirror. There she is; there I am; it is true 
that it is through the looking glass I dance (January 26, 2015; Mateos Morante 
Autoethnography Diary)! 
 
At first exposition it might seem obvious that my first immersion into my own genre would 
elicit a corresponding encounter with my dancer in the mirror. However, the fact that ballet 
training holds such importance in not only the formation of the contemporary Danza Española 
dancer, but also in influencing the formalisation of the dance genre itself including the use of 
mirrors, left me surprised by the contrasting tenacity my dancer in the mirror demonstrated in 
both experiences described above. That said, reading back over my diary, I was merely 
scribbling an outline of my theory regarding body identity for some Danza Española dancers. 
For instance, that which was traced out in the mirror image above was the as-if structure, that 
ideal corporeal ego toward which my real corporeal schema tended, valiantly, even bounding 






training in front of the mirror Mariló credited to Mariemma’s pedagogical system simply 
kicked in and activated that peculiar relationship some Danza Española dancers maintain with 
the mirror (see Chapter 3; Section 3.3.2). 
 
While preparing for the delivery of this Danza Española workshop, my kinaesthetic uncertainty 
gave way entirely to that visual authoritative dancer in the mirror, making my supposed exile 
feel like a sojourn of sorts. Doubtless, the asymptotical relationship with my dancer in the 
mirror was more evident too, owing to my inability to keep up with my ideal corporeal ego 
relative to when I was professionally active. Even so, the ideal corporeal ego retained its same 
indomitable stature, unforgivingly compelling me toward it. It lost nothing of its guise. Like 
Dorian Grey, a dancer in the mirror can remain immutable from whence the pinnacle of her 
being established is attained. 
 
Subsequent developments during my autoethnographic work elucidated the particular 
attributes of Danza Española training that may govern the genre’s relative reliance on the 
mirror image. It is worth noting that I choreographed and performed a solo Danza Española 
choreography in direct response to the theoretical developments in my thesis (see Mateos 
Morante 2017). Ultimately, for this thesis I disregarded my choreography as a distraction. The 
artistic re-interpretation of the research question and exploration of research conclusions did 
nothing to further my own insight into my research question. In hindsight, somewhat 
predictably the performer-artist began to steal away without proper regard for the project at 
hand. By contrast, alternative practice-based choreographic exploration did prove to be an 
essential component of my autoethnography outside any direct artistic attempt to re-present the 






choreographies for both undergraduate and postgraduate students at the IWAMD I developed 
a useful companion autoethnographic diary. 
 
It was precisely through my choreographic work in that regard that I undertook a re-assessment 
of my earlier entries relating to ballet classes as a dance student versus Danza Española 
workshops as a dance instructor. I will return to this comparison below after I provide some 
context relating to my diary entries in that regard first. Almost mid-way through my doctoral 
work I recorded a thought-process that occurred to me as I drove home after rehearsals of my 
choreography with students studying the MA in Irish Traditional Dance Performance (March 
2016): 
 
I have been contemplating my instruction methods for transmitting Danza Española 
to non-native dancers at the Irish World Academy. Essentially, I am seeking short-
cuts to hasten their learning, to disguise their ready-formed dancing bodies with a 
cloak bearing something in the nature of my own dancing body. But the thing about 
short-cuts is that they survey the arduous nature of the alternative principal route. And 
so whereas with head down, plodding forward the unquestioning traveller journeys, 
she who envisages the short-cut may begin to appreciate more the details of that well-
worn taken-for-granted path. I notice that my process toward achieving short-cuts 
when re-creating a genre-specific dancing body is on the imaginary plain. I speak 
often. Through metaphors I commit their posture to a stylisation befitting the genre 
while demonstrating the effect on my own dancing body presented before them in the 
mirror. Then, while compelling the dancers to observe their body in the mirror, one 
commonly used metaphor I have found particularly productive, the origins of which 
I cannot recall, is as follows: ‘Imagine an invisible string pulling from the crown of 
your head’, I tell them. ‘It excites an energy from that point, so that as the string tugs 
gently upward, the vertical trajectory excites in turn an inner-line along your torso to 
engage with the upward draw in kind.’ Correspondingly, I add to that as follows: 
‘Another string now connects with the centre of your sternum in much the same 
fashion while gently pulling forward. The counterweight that is your body is set at the 







Reading over this entry, and tending to the question I asked within, my chosen metaphor, 
though referencing inner-corporeal lines, is not exactly proprioceptive in design – at least not 
by measure of the version that I present the metaphor here. To some extent, the body is almost 
treated like matter, the composition of which is evaluated by the pull and draw of the strings. 
The strings imply a fragility measured against the counterweight of the body. However, the 
body still is lending command to an outside agency by which it is energised toward action. Yet 
in my description I realise that I never attended to the opposite end of these strings; there is no 
puppeteer for example. Instead, the strings are part of the dancer’s own corporeal composition 
and indeed agency in front of the mirror. Not quite emanating from the dancing body, the 
strings are compelled to action by the dancer’s own commitment to incite their dancing. The 
puppeteer, to use the patent analogy, I realise now, therefore is the ideal corporeal ego toward 
whom the real corporeal schema is offered and correspondingly drawn to action by these 
metaphorical strings. I contend that these strings are in fact the most basic stylisation template 
of the ideal corporeal ego that emerges in the mirror for some Danza Española dancers. 
Specific to each dancer, it is, I argue, that anticipation of realising the full capacity of their real 
corporeal schema as dancers relative to the genre of dance with which they commit themselves 
to. 
 
Identifying with a visualisation of the ideal corporeal ego in the mirror is to identify with a 
dancing body held in motion. The strings, for example, are drawing motion from the real 
corporeal schema already. Body identity for some Danza Española dancers is, therefore, a 
motoric body identity. The ideal corporeal ego revealed in the mirror image is at once body 
identity and body motion. Upon returning to the dance studio to prepare a Danza Española 
workshop, these same strings were activated in me. The motoric construct of my own body 






other more complex strings that I developed through years of training in front of the mirror. As 
a dancer, my body identity is forged out of my body motion, even merely by the call to posture 
and corresponding potential for action it invokes.  
 
Accordingly, my previous understanding before reactivating a practice-based relationship with 
the dance studio mirrors in the full context of Danza Española, recognised already how a 
dancer’s ideal corporeal ego can be sought and discovered in the mirror first – within the visual 
image of that dancer herself, isolated by her own gaze inside the mirror (see Chapter 4). 
However, as Mariló stipulated, “it is you who must look for yourself [in the mirror]” (24 May, 
2016; Mateos Morante Personal Archive). By taking up that responsibility wholly once again, 
my specular image not only revealed the anticipation of my dancer identity in its idyllic 
wholeness, but revealed that the very construct of that anticipation as an asymptotical 
relationship is founded upon movement. Granted, my earlier understanding held that the 
dancer’s identity must be found in that play of the real corporeal schema tending toward the 
ideal corporeal ego in the mirror. However, my new understanding no longer relinquished this 
asymptotical relationship to a pseudo-static plane that, although fundamental to, was also 
conceptually discrete from choreographic movement.  
 
When Elvira Andrés spoke of ‘Elvira the dancer’ distinct from ‘Elvira the person’, she 
described the former as “she who dances; she who moves” (16 March, 2016; Mateos Morante 
Personal Archive). Pedro Ramírez Rey described the dancer in the mirror he conveyed “an 
assistant to see and control what you are doing” (25 May 2016; Mateos Morante Personal 
Archive). Movement and action are fundamental to the very notion of these dancers’ body 
identities. Through my own new understanding I realise that body motion is not only embodied 






in motion a dancer’s identity to her mirror image. According as a dancer’s own specular image 
can be converted into their own dance instructor, as that ideal phantom to be embodied but a 
moment behind. Body identity for myself and some other Danza Española dancers must 
therefore already be a motoric body identity. This is why I argue that the ideal corporeal ego 
revealed in the mirror image is at once body identity and body motion in such cases. 
 
The mirror is the primary site for dance practice in the context of Danza Española. Yet the 
context of ballet classes where the mirror is used also proved insufficient for revealing my 
identity as a dancer. This is perhaps linked to the configuration of the former relative to the 
latter. Danza Española, though like ballet a formalised dance practice, is also a dance practice 
that is made up of a variety of traditional dances. Accordingly, transmission is often based upon 
the learning of a core repertoire of choreographies. The ballet classes, though obviously 
incorporating short routines typically toward the end of class, are largely composed of a series 
of exercises essential to building a repertoire of pristine formalised steps ready to be committed 
to choreographies. As a Danza Española dancer, I might not have reconnected with my identity 
as a dancer during ballet classes given the comparatively reduced amount of time dedicated to 
embodying traditional choreographies where an identification with dance movement is more 
obvious. The dancer in the mirror in this case compels the dancer toward movement above 
placement. 
 
This is something that came to light also when reading the self-reflective essays I set as part of 
my assessment strategy for an undergraduate module I delivered to undergraduate dance 
students at the IWAMD. One student in particular, Keara McAuley, provided an insightful 







It wasn’t until the last four weeks of school that I realized something in Flamenco 
class that changed the way I think about dance all together. It was one particular day 
in class that I was watching Rebeca dance and wondering why I didn’t look like her. 
I was doing all the same steps, and hitting all the same positions, so what was I missing? 
Rebeca let us film her that day so we could practice on our own. I went home and 
watched the video over, and over, and over, and over again. I kept thinking, “What 
was making her look so smooth and why can’t I do it?” Then finally, I realized it. 
This whole time I had been focusing on the big motor movements and not how Rebeca 
was transitioning in between them. When I started to focus on her transitions, I 
realized something else that made me understand dance in a whole new way. 
	
In Flamenco, you are always moving. It is not about step after step, or shape after 
shape. That was the big mistake I made in interpreting what it meant to be a dancer. 
You never fully stop moving. You are always preparing to transition to the next 
position, and that is what gives the appearance of fluidity and being in control. In 
Flamenco, it is especially important to look like you are in control because that is part 
of the character. When I applied this concept to my practice, it changed the quality of 
my movement almost overnight. It also helped me improve on picking up 
choreography in other classes. […] All of a sudden, I was learning the choreography 
faster and retaining it much longer. I was paying attention to details between 
transitions, which made my movement flow, and helped me remember. I know I still 
have a long way to go as a dancer, but this knowledge advanced me a lot in a short 
amount of time. That is exciting for me. Now I know that dance is not about making 
shapes. It is the subtle nuances in between shapes that make a performance fun to 
watch (McAuley 2018; Mateos Morante Personal Archive).	
 
I was struck by the concept of “always moving”. Realistically there are pauses in Flamenco, 
oftentimes quite dramatic pauses. However, it is true that these pauses are pregnant with a sense 
of forward propulsion. The dancer is volatile even while stagnant. Rather than a pause, there is 
yet another transition. The pause leads to, or yields to the momentum of a dancing body at 
constant readiness. Pauses do not dwell on the absence of motion, but rather elongate the 
transition between states of dance forms. The preparedness for motion the student above 






strings I mention are imbued with a motoric energy. When Purser interviews contemporary 
dancers as part of her study discussed in Chapter 2, they incorporated the use of mirrors when 
rehearsing “static positions” alone (see Purser 2008:153). “The dancers did not prioritise the 
mirror image or the use of mirrors in discussion of sequences of movement” (Purser 2008:153–
4). It is interesting to note in the context of Danza Española that the mirror is not only used for 
sequences of movement, but through the mirror the “static” position is replete with “potential 
for action” (Purser 2011:185). Rather than provoking “a false or distorted picture of the 
movement” (Purser 2008:155); the mirror as used in Danza Española explores a visual-based 
motoric understanding of the dancing body. Another student from the same course I delivered 
on Flamenco, Hannah Scully, wrote of her changing relationship with the mirror as follows 
(May 2018): 
 
The final thing I took from flamenco was my new relationship with the mirror. Before 
Flamenco I did not have a positive relationship with the mirror. I was almost scared 
of it. Before Flamenco, every time I looked in the mirror I never felt good, never felt 
pretty or even like a dancer sometimes. There is a certain dancer image that is 
expected and I would look in the mirror and not see that. My Flamenco teacher taught 
me to use the mirror as a tool to simply adjust yourself, grow taller and to use the 
mirror to correct yourself, not criticise yourself. When I applied this to other classes 
such as ballet I not only felt more confident but I also improved at a faster pace. The 
mirror became my friend as opposed to an enemy (Scully 2018; Mateos Morante 
Personal Archive). 
 
I had not introduced my theory regarding a Danza Española dancer’s potential relationship with 
the mirror to these students, or to anyone outside the conferences I partook in during my 
research. That a student would embrace the mirror image in this way through her experience 
of learning one of the forms of Danza Española surprised me given the short period of time in 






mirror image prior to this module would be similar to that among dancers interviewed as part 
of Sally Radell’s work referenced in Chapter 2 (see Radell 2012); and would align more so 
with Jennifer Jackson’s concept of an ideal dancing body defined as a genre-based “body type” 
(see Jackson 2005:32). This is an important difference when considering my concept of the 
ideal corporeal ego as presented in Chapters 4 and 5 of this thesis. Here, the individual dancer 
assumes an image in the mirror that is hers. Although a dependence on the dancer’s image in 
the mirror ensues, sometimes resulting in that dancing body becoming more mirror than flesh, 
the ideal corporeal ego – although relentless and unforgiving – can become a confidante rather 
than castigator alone. 
 
Obviously this is very much a reduced and most basic template for Danza Española training in 
front of the mirror. Of course my instruction expands significantly on additional aspects of the 
genre to achieve the character and expression of Danza Española. A complete examination of 
this would stretch beyond the scope of this thesis, but a review of Chapters 3 and 4 contribute 
to a fuller understanding of the complex of ingredients that help define the genre. What I have 
set about presenting with the above selection of autoethnographic entries is a representative 
process of stylisation that is accordingly focussed by a specific kind of mirror use in Danza 
Española that lends a motoric understanding to a dancer’s body identity.  
 
5.3 Chapter Summary 
In this chapter I have introduced an autoethnographic and phenomenological study of the 
Danza Española dancer’s relationship with the mirror when considering the third sub-category 
of my research question concerning body motion. I approached my initial question – How can 
the intercorporeal relationship that is established between a dancer and her image through daily 






accordingly, while referencing theoretical concepts of the body in movement. That is, on the 
one hand, I employed autoethnography as an ethnochoreological research method, using 
Chang’s theory in this regard as a basis to situate my own autobiographical self within my field 
of research, and following Foley’s process of embodying the genre of enquiry. On the other 
hand, in placing the body at the core of my research methodology, I relied on a 
phenomenological understanding of the body as mediated immediacy in the dynamic that exists 
between the subject and the world. Using Thomas Fuchs’ theory of the as-structure, the 
transparency of the body that allows the world to be related back to the subject espouses an 
empathic capacity that is translated accordingly onto inter-subjective modes of communication. 
The resulting notion of a transfer of the corporeal schema led to the term Fuchs coined: the as-
if structure. This corporeal simulation or action modelling, although not overtly reproduced, 
stimulates our motoric schema to ready itself as-if to commit to observed actions. I argued the 
same principal of gestural intentionality transmitted via corporeal superimposition can become 
evident also in processes of intercorporeality within oneself from a dancer’s perspective where 
the formalisation of a dancing body and continual professional practice are conducted in front 
of the mirror. 
 
I have used this principle when approaching my final question: Can a dancer’s proprioceptive 
codification become reliant on the sight/vision of their reflected image? Here, I evaluated the 
sight-knowledge against the proprioceptive-knowledge of my own dancing body. Just like 
Fuchs’ example of the jump over a ditch where the as-if structure is projected accordingly into 
space, I suggested a dancer in the mirror can envision her ideal corporeal ego completing 
perfect feats of motion which she wills her real corporeal schema toward aligning with. As the 
precision sought by a dancer incentivises her striving to commit her real corporeal schema to 






correspondingly more mirror than flesh. In turn, the intercorporeal relationship that is 
established between a dancer and her image through daily training in front of the mirror is 
explained through motion. The process manifests asymptotically, and can bind in motion that 
dancer’s identity to her mirror image. Through the re-embodiment of practice, my earlier 
understanding of body identity found in the mirror image was reconstituted as a new 
understanding of motoric body identity in the mirror image. Considering my focus on a dancer 
within a dance practice, importantly this final contribution to those phases of revision to my 
understanding I experienced throughout my research process – something I have described as 









Conclusion: Through the Looking Glass, I Dance 
6.1 Summation 
In this thesis, I have illustrated how Danza Española as inculcated within the conservatory 
system and professional industry in Spain foments a reliance on the mirror artefact during 
dance transmission and assimilation. Accordingly, I have located the mirror image as a 
fundamental site in relation to both body identity and body motion for Danza Española dancers. 
To refresh, I outlined my overarching research question as follows: what is a dancer’s 
relationship with the mirror during the formation of body identity and the configuration of body 
motion in the formalised professional dance genre known as Danza Española? Soon thereafter 
I broke down my research question into component sub-category questions that I fielded across 
relevant chapters of my thesis sequentially (see Chapter 1). These sub-categories, I argued from 
the outset, adopted a chronology that related to the author’s autobiographical experience both 
preceding and during my doctoral research, establishing therefore a spiral of understanding 
from an insider perspective that became a route also toward a new self-understanding. 
Correspondingly, this structure inscribed my research focus with an autoethnographic structure. 
Whereas my earlier understanding consisted of two component parts at exposition – my (lost) 
identity as a dancer and my (chanced-upon) aha-erlebnis as an academic outlined in Chapter 1 
– my new understanding retained both component parts in resolution.  
 
An overall map of my thesis chapters could read as follows: In chapter 1, I introduce an 
autobiographical foundation that informs my research question; in Chapter 2, I outline my 
research methodology framed by an overarching autoethnographic thread and informed by a 






context relating to my field of research both ethnographically and historically as this relates to 
stylisation in dance practice together with associated mirror use; in Chapter 4, I develop my 
theoretical examination of body identity ethnographically and psychoanalytically as 
experienced by some native participants within the genre of inquiry during dance training in 
front of the mirror; and in Chapter 5, I analyse body motion by way of an autoethnographic 
and phenomenological reading of active dance practice by the author in front of the mirror.  
 
6.2 Research Findings 
6.2.1 Cultural Context 
My historical and ethnographic examination of the cultural context of both early and modern 
processes of stylisation in Danza Española included political, social, and artefactual attributes 
stemming from both within the genre and outside it via the continuing influence of ballet. 
 
6.2.1.1 Early Stylisation 
I illustrated some ways in which a politically interconnected Europe manifested a primacy of 
gaze during the Baroque period via the parallel histories of formalised dance practice and the 
mirror artefact. In the case of the latter, I explained how the mirror reached an apex in 
technological development during the late-seventeenth century. As evidenced by the so-called 
‘War of Mirrors’ from 1664–1667 (Juárez Valero 2013), European powers actively pursued 
this technological knowhow to satisfy demand for the artefact in court contexts. The 
construction of lavish cabinets de glaces such as that found in the Hall of Mirrors, Versailles 
(1679) serves as an example. In the case of the former – that is, the parallel history of formalised 






in both performing and training contexts. Relating to performance contexts, I noted the raising 
of the stage at the grand Palais-Cardinal in Paris in 1661 as one example (Coeyman 1990). Of 
more interest to the subject matter of my thesis, with regards to dance training contexts, the 
founding of the Académie Royal de Danse in 1661 is an important development. 
 
In my thesis, I have shown how these historical findings began to intertwine across the 
evolutionary pathways outlined above, and began to interweave with the Spanish context. In 
the case of the former, I highlighted documented records of large mirrors inside the studios of 
prominent ballet masters who were active during the late-seventeenth century, such as François 
Ballon (Noll Hammond 2007:70). The exact dates are unknown in this case, but as observed 
in Chapter 3, only by 1680 had Bernard Perrot developed the required technology to construct 
larger standalone mirrors (Pendergrast 2003). By the early eighteenth century, the dance studio 
context evidently incorporated the use of mirrors for training as described by Pierre Rameau in 
his 1725 publication Le Maître à Danser. 
 
Considering the Spanish context, the political marriages and economic ties that linked the 
country’s court directly to that in France described above accounted for a particularly strong 
influence with regard to both artefact distribution and formalised dance practice. That is, the 
patterns of reciprocity extended to the construction of cabinets de glaces (like that featured at 
Royal Palace of La Granja de San Ildefonso, unashamedly modelled on Versailles’ palace and 
gardens) as it did to the publication of dance treaties in the style of Rameau’s where mirror use 
for training also was stipulated (such as Ferriol y Boxeraus’ Reglas Útiles para los Aficionados 
del Danzar published in 1745). Indeed French dance masters including Pierre Rameau were 
brought to the Spanish court where dance academies (or schools of dance as they were referred 






Bolero School had developed (see Grut 2002), and by the nineteenth century in turn strongly 
influenced the European ballet tradition as is evident in the output of prominent choreographers 
such as August Bournonville (1805–1879). The origins of Danza Española, I suggested, reside 
in these early processes of stylisation that combine formalised practice through 
institutionalisation and professionalisation with purposeful mirror use in training contexts. 
 
6.2.1.2 Modern Stylisation 
I have adopted a definition of Danza Española as a School of Choreography (Marinero 2017) 
that exhibits the above criteria: that is, a stylisation based on professional formalised practice 
for the theatre stage developed inside academy of dance contexts where mirror use is a core 
training tool. This is displayed across all four forms of Danza Española, including Regional 
Folk Dances and Flamenco that exist outside the Danza Española genre independently. I have 
highlighted the differentiation in this regard via an explanation of the terms “bailarina” and 
“bailaora” used when denoting Danza Española performances of Flamenco, and Flamenco 
performances of the same respectively. That said, both Bolero School above and Stylised 
Dance discussed below are referenced as the principal markers of stylised practice and 
associated mirror use in this thesis (see Chapter 3). 
 
Stylised Dance, as the genre’s modern interpretation of the stylisation process described earlier, 
correspondingly functions as a unifying force that both embraces the many facets of Danza 
Española’s remaining three forms and rebounds an overarching aesthetic in turn (Mariemma 
1997:101). Similar to the cultural context of early stylisation, modern stylisation developed in 
the early twentieth century during another period of mutual influence between Spanish dancers 
(spearheaded by La Argentina) and the broader European ballet tradition (invigorated by the 






processes and associated mirror use was both guided by autoethnographic self-reflection and 
developed through ethnographic interviews in the field. Accordingly, I turned to the genre’s 
principal twentieth-century pedagogue, Mariemma (1917–2008), whom I had trained with and 
under whose pedagogical system I received my formation as a Danza Española dancer at the 
Centro Coreográfico Mariemma in Madrid. 
 
Out of a series of interviews with both Mariemma’s direct successors and some of the genre’s 
most acclaimed contemporary practitioners, I contextualised the Danza Española dancer’s 
relationship with the mirror as a stylisation process that remains very much defined by 
Mariemma’s dominant conservatory system. Here, a guidance principle underlies a mode of 
transmission via the mirror that steers the learner toward an interrogative relationship with their 
mirror image. That is, the focussed study and detailed analysis of the dancer’s own movements 
in the mirror would, in the words of Elvira Andrés, become “the medium within which you 
communicate with yourself”. Upon illustrating how Danza Española as inculcated throughout 
the conservatory system and professional industry in Spain foments a reliance on mirror use 
for dance transmission and assimilation, I examined the resulting dependency on the mirror 
image that this practice can instill in relation to a dancer’s body identity and body motion. 
 
6.2.2 Body Identity 
Inside dance studios associated with the above dominant contemporary Danza Española 
conservatory system, a dancing body is formed in reference to its visual reflection in the mirror. 
As Carmen Orta proclaimed in her interview with me: “Dance enters from the eye […] the 
perception of the line definitely is through the eye. […] The line that you form in your mind 
using the information that you receive is continually locked in conversation with your own 






through both “obsession” and “tradition” – as Cristina Visús implied during my interview with 
her. Obsession, as I understand it, insofar as the guidance principle outlined above focusses a 
dancer toward a visual-based analytical interpretation of their mirror image; and tradition, as I 
understand it, insofar as the broader historical cultural context outlined earlier guides the dancer 
toward established conduct. My ethnographic research and analysis illustrated how the mirror 
image for individual dancers of the contemporary Danza Española dancer becomes a central 
metric against which the dancing body is formed.  
 
In addition to an ethnographic understanding of a dancer/mirror image relationship with regard 
to body identity, in my thesis I have offered also a psychoanalytical understanding based 
largely on psychoanalyst Jacques Lacan’s study of the infant Mirror Stage. Here, important 
keys toward an interpretation of formative processes relating to corporeal identification in 
reference to one’s own reflected image were sourced. However, whereas the forward treatment 
of the fiction that is the mirror image in the case of the infant Mirror Stage was documented 
via the transfer of this early identification experience across varied interactions with Others 
(Lacan 1977; Merleau-Ponty 2007), in my study of a dancer Mirror Stage a recurring primary 
relationship with the mirror image was suggested in connection with the cultural context of 
professional dance practice. In the case of the former Mirror Stage, the guidance of a mother-
figure encouraged an infant to turn away from the mirror in reference to his mirror image. In 
the case of the latter Mirror Stage, the prevailing guidance principle I outlined above 
encouraged a dancer to recurrently focus on the mirror in reference to her mirror image. 
 
The potential of the reflected image to incite formative processes of identification unfolds in 
both examples above, for that of a subject and that of a dancer alike. That said, a dancer’s route 






throughout professional practice. I have illustrated this as a play between a dancer’s real 
corporeal schema tending toward its own perfection represented as that dancer’s ideal 
corporeal ego. I argue that this asymptotical process may foment an experience of the dancing 
body for such a dancer as a one that is continually conditioned by the fictional codification of 
identity. That is, the specular image constantly reveals an anticipation of that dancer’s body 
identity in its idyllic wholeness. Accordingly, I illustrated how the mirror image potentially 
sustains fundamental aspects of a Danza Española dancer’s body identity. 
 
6.2.3 Body Motion 
In this thesis, I have approached an understanding of body identity within the Danza Española 
experience from the perspective of a human movement practice. This is why I devised a 
sequential segue from a psychoanalytical understanding of body identity to a 
phenomenological understanding of body motion outlined in Chapter 2. I have shown how 
Lacan’s Mirror Stage has been incorporated into phenomenological studies previously, most 
notably through the work of Merleau-Ponty (2007). I have adopted the theories of 
phenomenological psychiatrist Thomas Fuchs when making this progression relating to my 
focus on a dancer experience outlined thus far. I argued that my phenomenological examination 
of the dance training process above when developing an understanding of body motion thereby 
remained rooted in my psychoanalytical understanding of body identity.  
 
The dancer experience is never necessarily a static one owing to a ready-implied call to action 
such an event evokes. Correspondingly, I consider my understanding of body identity as that 
which is forged out of body motion – after all, a dancing body is a body in movement. The 
Danza Española dancers I discuss spend the majority of time moving in front of mirrors, but 






to choreographed patterns that usually include at least some turning away from the mirror. 
Naturally, the closer a dancer comes to a competent realisation of a choreography the more 
they will commit to those prescribed movements that do not provide a full-frontal view of the 
mirror. That said, the majority of Danza Española dancers I interviewed continued to reference 
their mirror image throughout the rehearsal process, taking advantage of any full-frontal, and 
even peripheral view of their dancing body that coincided with each prescribed choreography. 
Antonio Najarro spoke of the dancer identity as “narcissistic” and “individualistic”, which is 
why as a choreographer he would draw a curtain across the mirror to force dancers into 
referencing, and taking cues from the space that lies outside their own mirror image. 
 
I illustrated the challenges that some Danza Española dancers experienced, stemming from 
what could be described as an over-reliance on their mirror image in this regard. This emerged 
during my ethnographic fieldwork observing final rehearsals before the performance by the 
Ballet Nacional de España [BNE] of Homenaje a Antonio Ruiz Soler in 2016. Upon 
interviewing many of the dancers, choreographers, company director and instruction staff of 
the BNE, the concept of the “intermediary stage” arose. This is the time during studio rehearsals 
when a curtain is continually drawn across the mirror in preparation for onstage performances. 
The broadly shared sensation I recorded during this process was insecurity. I suggested that by 
way of severance from the mirror image, a dancer’s motoric assuredness could be compromised. 
Considering body identity for a dancer as a body in movement, the “physical axis of the body” 
described by Pedro Ramírez Rey would seem to be reliant in some fundamental ways on the 
vision of the dancing body in the mirror. I argued that fundamental aspects of the codification 
of practice in these examples could be located inside the visible fiction the mirror image 







To translate the above process into my own terminology: the sensorial order for the above 
dancer is conducted by the sight of that dancer’s own real corporeal schema in tandem with 
the vision of that dancer’s ideal corporeal ego, interconnected in the mirror by the dancer’s 
gaze. Considering Fuchs’ phenomenological explanation of movement outside the mirror, the 
construction of a virtual “as-if” structure as per the corporeal schema pre-empts its own actions 
(Fuchs 2005). Essentially, I have appropriated Fuchs’ description of a virtual phantom model 
projected into space for my concept of a dancer’s ideal corporeal ego projected in the mirror 
above. And because this effort manifests asymptotically, that dancer’s body identity is bound 
to her mirror image in motion both during and preceding movements made by her real 
corporeal schema.  
 
I outlined the autoethnographic methodology I used when approaching the question of body 
motion, based on Foley’s use of the insider dancing body as a research tool (Foley 2013). 
Whereas Foley as an insider practitioner positioned herself as “other” by means of distance to 
a localised form within a broader category of dance practice, I positioned myself as “other” by 
means of a distance in time from my own dancing body. That is, because of my injury, unlike 
the “intermediary stage” described among my interviewees, my own severance from, and 
return to the dance studio mirrors was both forced and prolonged. Significantly, my 
autoethnographic project began as a search for my dancing body identity. I discovered, 
however, that my ability to re-identify with my own dancing body was by way of genre-specific 
movement in front of the mirror. The asymptotical relationship I outlined as part of my 
phenomenological understanding of body motion, was traced out dramatically by my enduring 
ideal corporeal ego toward which my real corporeal schema tended while out of sorts owing 
to years of inactivity. Ultimately, using both an autoethnographic methodology and 






that the sight of the mirror image, wherein a Danza Española dancer’s identity can form and 
whereto that dancer’s motion may tend, might become the very site of fundamental aspects of 
body identity and body motion as a Danza Española dancer. 
 
6.3 Research Impact 
Considering the originality of my research question and corresponding insight garnered into 
implicit aspects of the Danza Española dancer experience, this thesis has introduced new 
concepts and an innovative combination of disciplines to ethnochoreology. My presentation of 
the interdisciplinary literature used in my ethnochoreological research was of a unique 
sequence and provided a structured contextualisation of hitherto unexplored theoretical 
concepts. Accordingly, I have offered a new approach to the study of a taken-for-granted 
artefact in a formalised dance practice via a very deliberate patterned segue from artefact, to 
practice, to body identity, and finally to body motion in its cultural context. In the process, I 
have introduced Danza Española to ethnochoreology, together with an understanding of mirror 
use in European formalised dance practice. I have contributed also to the available English-
language academic resources in this regard. 
 
My research topic provoked a great deal of interest in the field also. I have relayed the 
particularly receptive response by the Museo Mariemma to my personal visit and research in 
Chapter 1 already, together with the reciprocal influence this experience had when re-
evaluating my own place within the genre of inquiry. In addition, I became aware during my 
ethnography – and perhaps again owing to my insider perspective – that the subject of my 
research questions invited an actively inquisitive response from many of my interviewees. 
Given the mundanity of the mirror to the minds of Danza Española dancers who simply take 






interviewees’ interest most. Not only were some visibly energised when encourage to reflect 
on their personal use of the mirror as professionals, but occasionally their consideration of this 
process contributed to other areas of practice that they wished to evaluate anew on foot of our 
discussions. For example, Cristina Visús felt encouraged to pursue more methodically her 
process of concealing the mirror as part of auditions; while Maribel Gallardo expressed 
enthusiastically how our discussion would motivate her to further her own investigations into 
pedagogical strategies with regard to mirror use. From the perspective of ethnographer, 
thankfully my investigation did not show evidence of altering the field in any way, but certainly 
it supported a healthy introspection that was already present in the field relating to practical 
strategies. 
 
On a personal level, this thesis represents an important pathway toward a new self-
understanding. The phases of self-revelation exposed in these chapters correspond with a lived 
biography shared across my professional training as a dancer together with my academic 
development in philosophy, psychoanalysis and ethnochoreology. My discovery that to 
identify with a visualisation of the ideal corporeal ego in the mirror is to identify with a dancing 
body held in motion was not only a theoretical boon but a personal catharsis. Body identity, 
unbeknownst to this Danza Española dancer during professional practice initially, has been 
contextualised by my doctoral research as a visually-defined motoric body identity. However, 
more importantly on a personal level, having experienced a restriction in movement through 
injury, by the end of my doctoral research I was – to paraphrase Lacan – jubilantly assuming 







6.4 Future Research 
As a Danza Española dance instructor and choreographer to non-Danza Española dancers of 
various backgrounds in Ireland, I have adapted my pedagogical practices recently based on 
discoveries I have ascertained from my thesis. I wish to examine these adaptations in future to 
both analyse academically and further develop practically my emerging techniques relating to 
dance transmission and assimilation. There are a considerable number of variables to be 
considered in what would be a significant research undertaking, but already I have witnessed 
encouraging results at a practical level as my instruction methodology evolves.  
 
In addition, as part of future research I am keen to return to a more in-depth study of the subject 
matter of my Masters thesis concerning the double identity of the dancer in the mirror. The 
uncanny theme of this research topic – to nod purposefully to Freud’s Unheimlich (1919) 
referenced in Chapter 4  – undoubtedly considers elements of the dancer’s experience that may 
be found lurking rather than necessarily surfacing. That said, an almost unnerving thread runs 
through the ethnography conducted in this thesis in that regard already: África Paniagua’s 
realisation of the dancer’s outwardly impression of vanity at odds with an altogether inwardly 
personal detachment from this trait; Elvira Andrés’ antithetical personal versus dancing image 
in the mirror with sometimes radically contrasting visual aspects; Antonio Najarro’s frustration 
when inconvenienced by the extreme “narcissism” present in the dancer – again a vice, as 
Pedro Ramírez Rey also assured us, otherwise absent in the person as subject; Miriam 
Mendoza’s “painful” acknowledgement of the very real possibility that her dancer’s identity 
resides in the mirror rather than within herself, provoking her very deliberate efforts in practice 
at compensating for this; Maribel Gallardo’s discovery through pedagogical analyses of that 
dancer in the mirror as alter to each dancer as subject, which so prompted her subsequently to 






of course, my own astounding loss of identity as a dancer when exiled from the studio mirrors, 
subsequently reencountered only upon revisiting the looking glass at dance.  
 
Considering my return to the dance studios in that regard, and in parallel to, rather than 
necessarily integrated as part of my future academic research of the double identity of the 
dancer in the mirror, I look forward to embracing the liberty of exploring this uncanny 
experience through choreography. Having identified my dancer in the mirror, and returned to 
her in motion in front of the mirror, I hope to instigate further exploratory dialogue both through 
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My name is Rebeca Mateos Morante. I am undertaking a research PhD at the Irish World 
Academy of Music and Dance, University of Limerick. I am examining the construction of 
the dancing body in front of the mirror. My exact thesis title is as follows: 
 
Talking Body, Dancing Body: A Psychoanalytical Study of the Dancer in the Mirror. 
 
Using psychoanalysis’ study of identifying with the body through our own mirror image 
during infancy, my main focus is on the professional dancer’s relationship with their mirror 
image and how this contributes to the creation of the dancing body. 
 
I would like to ask if you would be interested in being interviewed by me as part of the 
ethnographic portion of my research? This interview will be of an ethnographic nature. My 
aim is to explore the theoretical position I have adopted inside my research thesis by 
gathering fellow dancers’ impressions of the dancing body experience. 
 
All interviews are conducted individually, and although are designed verbally, you are invited 
to demonstrate any dance movements should you prefer. Interviews are conducted in a venue 
that will be approved by you with regard to any facilities that you may require. Interviews 
generally last between 30 minutes to one hour in duration, but can be stopped at any moment 
at your discretion. You are not obliged to answer any questions you do not wish to answer. 
Confidentiality and anonymity will be facilitated if requested. You may of course withdraw 
completely from this research at any time by informing myself, as principal investigator, 
without having to give a reason. All data, in both original forms and any copies, will be then 
destroyed accordingly. 
 
Interviews will be recorded on an audio or audio-visual device as appropriate. These files will 
be stored on my private password protected hard-drive during research of said interviews. 
Any relevant content arising out of this will be distributed accordingly within my PhD thesis. 
All interviewees will be offered a copy of all relevant files, and supported on any archival 
strategy they wish to pursue given the historical value of the same. Outside of this, all files 
will be stored in line with established University of Limerick policy. If you would like further 
information regarding the University of Limerick data storage policy, I can forward 
additional information in that regard upon request. 
 
I include all relevant contact details below. 
 
Thanking you in advance, 











FACULTY OF ARTS, HUMANITIES AND SOCIAL SCIENCES 





You may contact me personally at any moment before or after the interview for further 
information. You may also contact directly the Faculty of Arts, Humanities and Social 
Science Research Ethics Committee. 
 
Contact details: 
PRINCIPAL RESEARCHER    SUPERVISOR 
Rebeca Mateos Morante     Dr. Catherine E. Foley 
49 Castlerock       Irish World Academy of 
Tulla Road       Music and Dance 
Ennis        University of Limerick 
Co. Clare       Ireland 
Ireland        Tel. (+353) 61 20 29 22 
Email: rebeca.mateos.morante@ul.ie    Email: catherine.e.foley@ul.ie 
 
 
This research study has received Ethics approval from the Arts, Humanities and Social 
Sciences Research Ethics Committee (approval number here). If you have any concerns 
about this study and wish to contact an independent authority, you may contact:  
Chairperson 
Arts, Humanities and Social Sciences Research Ethics Committee AHSS Faculty 
Office 
University of Limerick 
Tel: +353 61 202286  









FACULTY OF ARTS, HUMANITIES AND SOCIAL SCIENCES 
RESEARCH ETHICS COMMITTEE 
CONSENT FORM  
 
 
I, the undersigned, declare that I am willing to take part in research for the project entitled 
“Talking Body, Dancing Body: A Psychoanalytical Study of the Dancer in the Mirror”.   
 
• I declare that I have been fully briefed on the nature of this study and my role in it and 
have been given the opportunity to ask questions before agreeing to participate.  
• The nature of my participation has been explained to me and I have full knowledge of 
how the information collected will be used. 
• I am also aware that my participation in this study may be recorded (video/audio) and 
I agree to this. However, should I feel uncomfortable at any time I can request that the 
recording equipment be switched off. I am entitled to copies of all recordings made 
and am fully informed as to what will happen to these recordings once the study is 
completed. 
• I fully understand that there is no obligation on me to participate in this study. 
• I fully understand that I am free to withdraw my participation at any time without 
having to explain or give a reason. 




______________________________________          
Print name of participant                                                
 
______________________________________         __________________________ 
Signature of participant                                               Date 
 
 
______________________________________          
Print name of principal investigator                                                 
 
______________________________________         __________________________ 
Signature of principal investigator                              Date 
